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ȿɬɨ ɲɬɚ ʁɟ ɰɢɜɢɥɢɡɚɰɢʁɚ ɭɱɢɧɢɥɚ ɜɚɪɜɚɪɫɬɜɭ1 
 
Ⱥɩɫɬɪɚɤɬ: ɍ ɪɚɞɭ ɫɟ ɤɪɨɡ ɫɩɟɰɢɮɢɱɧɟ ɩɪɢɦɟɪɟ ɢɡ 
ɢɫɬɨɪɢʁɟ ɭɦɟɬɧɨɫɬɢ ɫɚɝɥɟɞɚɜɚ ɩɪɨɛɥɟɦ ɩʂɚɱɤɟ ɢ ɤɨɧɮɢɫɤɚɰɢʁɟ 
ɭɦɟɬɧɢɱɤɢɯ ɞɟɥɚ ɢ ɚɧɬɢɤɜɢɬɟɬɚ ɤɚɨ ɬɪɚɞɢɰɢɨɧɚɥɧɟ ɩɨɫɥɟɞɢɰɚ 
ɪɚɬɚ, ʃɢɯɨɜɨ ɩɪɟɧɨɲɟʃɟ ɢɡ ɢɡɜɨɪɧɨɝ ɤɨɧɬɟɤɫɬɚ ɢ ɞɪɭɲɬɜɟɧɟ 
ɩɨɫɥɟɞɢɰɟ. Ɋɚɡɦɚɬɪɚʁɭ ɫɟ ɢ ɩɨʁɟɞɢɧɚ ɚɤɬɭɟɥɧɚ ɩɢɬɚʃɚ 
ɪɟɫɬɢɬɭɰɢʁɟ ɭɦɟɬɧɢɱɤɢɯ ɞɟɥɚ ɢ ɚɧɬɢɤɜɢɬɟɬɚ ɭ ɡɟɦʂɟ ʃɢɯɨɜɨɝ 
ɩɨɪɟɤɥɚ. ɇɚ ɩɪɢɦɟɪɭ ɩɭɫɬɨɲɟʃɚ ɢ ɩʂɚɱɤɟ Ʌɟɬʃɟ ɩɚɥɚɬɟ ɭ 
ɉɟɤɢɧɝɭ (1860) ɨɞ ɫɬɪɚɧɟ ɟɧɝɥɟɫɤɢɯ ɢ ɮɪɚɧɰɭɫɤɢɯ ɬɪɭɩɚ, ɤɨʁɟ ɫɭ 
ɨɛɟɥɟɠɢɥɟ Ⱦɪɭɝɢ ɨɩɢʁɭɦɫɤɢ ɪɚɬ, ɚɭɬɨɪ ɩɨɫɟɛɧɨ ɚɧɚɥɢɡɢɪɚ ɨɞɧɨɫ 
ȼɢɤɬɨɪɚ ɂɝɨɚ ɩɪɟɦɚ ɜɚɧɞɚɥɢɡɦɭ ɢ ɩɨɡɢɰɢʁɭ ɨɜɨɝ ɩɪɟɞɫɬɚɜɧɢɤɚ 
ɮɪɚɧɰɭɫɤɨɝ ɪɨɦɚɧɬɢɡɦɚ ɭ ɨɞɛɪɚɧɢ ɤɢɧɟɫɤɟ ɭɦɟɬɧɨɫɬɢ ɢ 
ɰɢɜɢɥɢɡɚɰɢʁɟ. 
Ʉʂɭɱɧɟ ɪɟɱɢ: ɭɦɟɬɧɨɫɬ, ɪɚɬɧɢ ɩɥɟɧ, ɫɩɨɥɢʁɚɰɢʁɟ, 
ɤɨɧɮɢɫɤɚɰɢʁɟ, Ʌɟɬʃɚ ɩɚɥɚɬɚ ɭ ɉɟɤɢɧɝɭ, ɩʂɚɱɤɚ, ȼɢɤɬɨɪ ɂɝɨ. 
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1 Ɋɚɞ ʁɟ ɪɟɡɭɥɬɚɬ ɢɫɬɪɚɠɢɜɚʃɚ ɧɚ ɩɪɨʁɟɤɬɭ Ʉɪɢɦɢɧɚɥɢɬɟɬ ɭ ɋɪɛɢʁɢ ɢ 
ɢɧɫɬɪɭɦɟɧɬɢ ɞɪɠɚɜɧɟ ɪɟɚɤɰɢʁɟ, ɤɨʁɢ ɪɟɚɥɢɡɭʁɟ Ʉɪɢɦɢɧɚɥɢɫɬɢɱɤɨ-ɩɨɥɢɰɢʁɫɤɚ 
ɚɤɚɞɟɦɢʁɚ ɭ Ȼɟɨɝɪɚɞɭ, ɰɢɤɥɭɫ ɧɚɭɱɧɢɯ ɢɫɬɪɚɠɢɜɚʃɚ 20152019.
ȿɬɨ ɲɬɚ ʁɟ ɰɢɜɢɥɢɡɚɰɢʁɚ ɭɱɢɧɢɥɚ ɜɚɪɜɚɪɫɬɜɭ 
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ɍɜɨɞ 
 
ɍ ɚɧɬɢɱɤɨɦ ɩɟɪɢɨɞɭ ɪɢɦɫɤɢ ɨɫɜɚʁɚɱɢ ɫɭ ɩɭɬɟɦ ɪɚɬɧɨɝ ɩɥɟ-
ɧɚ ɫɬɟɤɥɢ ɦɧɨɝɚ ɭɦɟɬɧɢɱɤɚ ɞɟɥɚ ɨɩʂɚɱɤɚɧɚ ɭ ɝɪɱɤɢɦ ɫɜɟɬɢɥɢɲɬɢ-
ɦɚ ɢ ɝɪɚɞɨɜɢɦɚ, ɨ ɱɟɦɭ ɫɜɟɞɨɱɢ ɪɢɦɫɤɢ ɩɢɫɚɰ ɉɥɢɧɢʁɟ ɋɬɚɪɢʁɢ 
(Gaius Plinius Secundus, 23-79. ɝɨɞɢɧɟ) ɭ ɫɩɢɫɭ ɂɫɬɨɪɢʁɚ ɩɪɢɪɨɞɟ, 
ɭ ɨɞɥɨɦɰɢɦɚ ɩɨɫɜɟʄɢɧɢɦ ɢɫɬɨɪɢʁɢ ɭɦɟɬɧɨɫɬɢ (ɨɛʁɚɜʂɟɧɨɦ 77. ɝɨ-
ɞɢɧɟ) (Ȼɨʁɢʄ, 2011). ɉɪɟɦɚ ɩɢɫɚʃɭ ɉɥɭɬɚɪɯɚ ɭ ɍɩɪɟɞɧɢɦ ɠɢɜɨɬɨ-
ɩɢɫɢɦɚ ɡɧɚɦɟɧɢɬɢɯ ɏɟɥɟɧɚ ɢ Ɋɢɦʂɚɧɚ (Marcelo, 21), ɪɢɦɫɤɢ ɜɨ-
ʁɫɤɨɜɨɻɚ Ɇɚɪɤɨ Ʉɥɚɭɞɢʁɟ Ɇɚɪɰɟɥ ɭɜɟɥɢɱɚɨ ʁɟ ɫɜɨʁ ɬɪɢʁɭɦɮ ɝɪɱɤɢɦ 
ɫɬɚɬɭɚɦɚ ɨɩʂɚɱɤɚɧɢɦ ɭ ɋɢɪɚɤɭɡɢ (212. ɝɨɞɢɧɟ ɩ. ɧ. ɟ.), ɤɨʁɢɦɚ ʁɟ 
ɭɤɪɚɫɢɨ ɪɢɦɫɤɟ ɬɪɝɨɜɟ (Plutarh, 1988:444-445). ɇɚɤɨɧ ɨɫɜɚʁɚʃɚ ɢ 
ɪɚɡɚɪɚʃɚ ɚɧɬɢɱɤɨɝ ɝɪɚɞɚ Ʉɨɪɢɧɬɚ (146. ɝɨɞɢɧɟ ɩ. ɧ. ɟ.), ɉɥɢɧɢʁɟ 
ɋɬɚɪɢʁɢ ɭ ɂɫɬɨɪɢʁɢ ɩɪɢɪɨɞɟ (XXXV, 4) ɩɢɲɟ ɞɚ ʁɟ ɪɢɦɫɤɢ ɜɨʁɫɤɨ-
ɜɨɻɚ Ʌɭɰɢʁɟ Ɇɭɦɢʁɟ Ⱥɯɚʁɫɤɢ ɨɩʂɚɱɤɚɧɟ ɬɪɟɡɨɪɟ ɫɬɚɜɢɨ ɧɚ ɚɭɤɰɢ-
ʁɭ, ɤɚɞɚ ɦɭ ʁɟ ɡɚ ʁɟɞɧɭ Ⱥɪɢɫɬɢɞɨɜɭ ɫɥɢɤɭ ɩɟɪɝɚɦɫɤɢ ɤɪɚʂ Ⱥɬɚɥ 
ɩɨɧɭɞɢɨ ɲɟɫɬ ɯɢʂɚɞɚ ɞɟɧɚɪɚ. ɂɡɧɟɧɚɻɟɧ ɰɟɧɨɦ, ɢ ɩɨɫɬɚɜɲɢ ɫɜɟ-
ɫɬɚɧ ɜɪɟɞɧɨɫɬɢ ɫɥɢɤɟ, ɨɧ ʁɟ ɩɪɟɤɢɧɭɨ ɚɭɤɰɢʁɭ ɢ ɫɥɢɤɭ ɩɪɟɧɟɨ ɭ 
ɯɪɚɦ ɛɨɝɢʃɟ ɐɟɪɟɪɟ, ɨ ɱɟɦɭ ɉɥɢɧɢʁɟ ɤɚɠɟ: „ɉɨ ɦɟɧɢ, ɬɨ ʁɟ ɩɪɜɢ 
ɩɭɬ ɞɚ ʁɟ ɫɬɪɚɧɚ ɫɥɢɤɚ ɛɢɥɚ ɢɡɥɨɠɟɧɚ ɧɚ ʁɚɜɧɨɦ ɦɟɫɬɭ ɭ Ɋɢɦɭ“ 
(Ȼɨʁɢʄ, 2011:86). ɇɚɤɨɧ ɲɬɨ ʁɟ ɋɭɥɚ ɡɚɭɡɟɨ Ⱥɬɢɧɭ (86. ɝɨɞɢɧɟ ɩ. ɧ. 
ɟ.), ɝɪɚɞ ɞɪɟɜɧɟ ɫɥɚɜɟ ɛɢɨ ʁɟ ɩɪɟɩɭɲɬɟɧ ɭɛɢɫɬɜɢɦɚ ɢ ɩʂɚɱɤɚɦɚ 
ɪɢɦɫɤɟ ɜɨʁɫɤɟ ɬɨɤɨɦ ɧɟɤɨɥɢɤɨ ɞɚɧɚ (Sula, 12-13) (ɉɥɭɬɚɪɯ, 1988ɚ). 
ɉɥɢɧɢʁɟ ɋɬɚɪɢʁɢ ɧɚɩɨɦɢʃɟ ɢ ɩɨʁɟɞɢɧɟ ɩɪɢɦɟɪɟ ɪɟɫɬɢɬɭɰɢʁɟ ɭɦɟ-
ɬɧɢɱɤɢɯ ɞɟɥɚ ɤɨʁɚ ɫɭ ɢɦɚɥɚ ɪɟɥɢɝɢʁɫɤɭ ɢɥɢ ɧɟɤɟ ɞɪɭɝɟ ɜɪɟɞɧɨɫɬɢ, 
ɭ ɦɟɫɬɨ ɫɜɨɝ ɧɚɫɬɚɧɤɚ (Ȼɨʁɢʄ, 2011). 
ɉʂɚɱɤɚʃɟ ɝɪɱɤɢɯ ɭɦɟɬɧɢɱɤɢɯ ɞɟɥɚ ɧɚɫɬɚɜɢɥɨ ɫɟ ɢ ɭ ɦɢɪ-
ɧɨɞɨɩɫɤɨ ɜɪɟɦɟ, ɨ ɱɟɦɭ ɫɜɨɞɨɱɢ ɩɨɡɧɚɬɢ ɩɪɚɜɧɢ ɫɥɭɱɚʁ ɩɚɪɧɢɰɟ 
ɤɨʁɭ ʁɟ 70. ɝɨɞɢɧɟ ɩ. ɧ. ɟ. ɭ ɢɦɟ ɨɩʂɚɱɤɚɧɢɯ ɋɢɰɢɥɢʁɚɧɚɰɚ ɩɨɤɪɟ-
ɧɭɨ ɐɢɰɟɪɨɧ (Marcus Tullius Cicero) ɩɪɨɬɢɜ Ƚɚʁɚ ȼɟɪɚ (Gaius 
Verres), ɧɚɦɟɫɧɢɤɚ ɋɢɰɢɥɢʁɟ ɢ „ɫɩɟɰɢʁɚɥɢɫɬɟ ɡɚ ɩʂɚɱɤɟ ɭɦɟɬɧɢ-
ɱɤɢɯ ɞɟɥɚ ɭ ɩɪɨɜɢɧɰɢʁɚɦɚ“ ɤɨʁɢ ʄɟ ɩɨɫɬɚɬɢ „ɩɪɨɬɨɬɢɩ ɤɪɚɞʂɢɜɰɚ 
ɭɦɟɬɧɢɧɚ“ (Sauron, 2013:44; ɋɚɦɚɪʇɢʄ, 2017:5458). Ʉɚɞɚ ʁɟ ɩɨ 
ɨɜɥɚɲʄɟʃɭ ɩɪɟɬɨɪɫɤɨɝ ɫɭɞɚ ɫɚɤɭɩɢɨ ɞɨɤɚɡɟ ɢ ɫɜɟɞɨɤɟ, ɐɢɰɟɪɨɧ ʁɟ 
ɩɨɞɢɝɚɨ ɬɭɠɛɭ ɩɪɨɬɢɜ ȼɟɪɚ (70. ɝɨɞɢɧɟ ɩ. ɧ. ɟ.), ɨɫɭɻɭʁɭʄɢ ɧɚʁ ɬɚʁ 
ɧɚɱɢɧ ɫɜɚɤɨ ɧɚɫɢʂɟ ɧɚɞ ɤɭɥɬɭɪɨɦ. ɐɢɰɟɪɨɧ (XXXIV, 74) ɭ ɨɞɟ-
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ʂɤɭ ɩɨɫɜɟʄɟɧɨɦ ɭɦɟɬɧɢɱɤɢɦ ɞɟɥɢɦɚ ɭ ɫɩɢɫɭ ɉɪɨɬɢɜ ȼɟɪɚ (in 
Verrem) ɩɢɲɟ ɞɚ ʁɟ ɪɢɦɫɤɢ ɜɨʁɫɤɨɜɨɻɚ ɋɰɢɩɢɨɧ Ⱥɮɪɢɱɤɢ, ɤɚɞɚ ʁɟ 
ɨɫɜɨʁɢɨ Ʉɚɪɬɚɝɢɧɭ, ɪɟɫɬɢɬɭɢɫɚɨ ɝɪɚɻɚɧɢɦɚ ɋɢɰɢɥɢʁɟ ɭɦɟɬɧɢɱɤɚ 
ɞɟɥɚ (ɦɟɻɭ ɤɨʁɢɦɚ ɢ ɫɬɚɬɭɭ Ⱦɢʁɚɧɟ ɢɡ ɝɪɚɞɚ ɋɟɝɟɫɬɟ), ɤɨʁɚ ɫɭ ɢɦ ɡɚ 
ɜɪɟɦɟ Ɍɪɟʄɟɝ ɩɭɧɫɤɨɝ ɪɚɬɚ (ɭ II ɜɟɤɭ ɩ. ɧ. ɟ.) ɨɬɟɥɢ Ʉɚɪɬɚɝɢʃɚɧɢ 
(Cicéron, 2015: 125). Ⱥɥɢ, ɤɚɞɚ ʁɟ ɧɚ ɋɢɰɢɥɢʁɭ, ɤɚɨ ɩɪɟɬɨɪ, ɫɬɢɝɚɨ 
Ƚɚʁ ȼɟɪ, ɬɚʁ ɩʂɚɱɤɚɲ ɫɜɢɯ ɫɚɤɪɚɥɧɢɯ ɞɨɛɚɪɚ ɧɚɪɟɞɢɨ ʁɟ ɨɞɦɚɯ 
ɦɚɝɢɫɬɪɚɬɢɦɚ ɞɚ ɫɬɚɬɭɭ Ⱦɢʁɚɧɟ ɫɤɢɧɭ ɫɚ ɩɢʁɟɞɟɫɬɚɥɚ, ɧɚɤɨɧ ɱɟɝɚ ʁɟ 
ɫɚ ɞɪɭɝɢɦ ɭɦɟɬɧɢɱɤɢɦ ɞɟɥɢɦɚ ɩɪɟɧɟɫɟɧɚ ɭ Ɋɢɦ, ɲɬɨ ʁɟ ɭ ɝɪɚɞɭ 
ɢɡɚɡɜɚɥɨ ɨɩɲɬɭ ɩɨɦɟɬʃɭ ɦɟɻɭ ɝɪɚɻɚɧɢɦɚ. ɉɪɚɡɚɧ ɩɢʁɟɞɚɫɬɚɥ, ɤɨʁɢ 
ʁɟ ɩɨ ɧɚɪɟɻɟʃɭ Ƚɚʁɚ ȼɟɪɚ ɫɤɥɨʃɟɧ, ɜɪɚʄɟɧ ʁɟ ɨɞ ɫɬɪɚɧɟ ɝɪɚɻɚɧɚ 
ɋɢɰɢɥɢʁɟ ɤɚɤɨ ɛɢ ɢɯ ɩɨɞɫɟʄɚɨ ɧɚ ɋɤɢɩɢɨɧɚ Ⱥɮɪɢɱɤɨɝ ɢ ʃɟɝɨɜɭ 
ɪɟɫɬɢɬɭɰɢʁɭ (Cicéron, 2015:124-127). 
ɍ ɤɚɫɧɢʁɨʁ ɢɫɬɨɪɢʁɢ ɇɚɩɨɥɟɨɧɨɜɟ ɤɨɧɮɢɫɤɚɰɢʁɟ ɭɦɟɬɧɢ-
ɱɤɢɯ ɞɟɥɚ ɲɢɪɨɦ ȿɜɪɨɩɟ ɢ ɭ ȿɝɢɩɬɭ, ɤɨʁɟ ɫɭ ɢɦɚɥɟ ɡɜɚɧɢɱɧɭ ɩɨɞɪ-
ɲɤɭ Ʉɨɧɜɟɧɬɚ (1794) ɢ Ⱦɢɪɟɤɬɨɪɢʁɭɦɚ (1796), ɫɩɪɨɜɨɻɟɧɟ ɫɭ ɭ ɢɦɟ 
ɢɞɟʁɚ ɩɪɨɫɜɟɬɢɬɟʂɫɬɜɚ, ɭ ɱɟɦɭ ʁɟ ɜɨɞɟʄɭ ɭɥɨɝɭ ɢɦɚɨ ɟɦɢɧɟɧɬɧɢ 
ɢɫɬɨɪɢɱɚɪ ɭɦɟɬɧɨɫɬɢ Ⱦɨɦɢɧɢɤ-ȼɢɜɚɧ Ⱦɟɧɨɧ, ɨɞ 1802. ɝɨɞɢɧɟ 
ɩɪɜɢ ɞɢɪɟɤɬɨɪ Ʌɭɜɪɚ (Houpt, 2006:33; ɋɚɦɚɪʇɢʄ, 2017:6265). ɍ 
ɞɢɪɟɤɬɢɜɢ ɤɨʁɭ ʁɟ Ⱦɢɪɟɤɬɨɪɢʁɭɦ ɭɩɭɬɢɨ ɇɚɩɨɥɟɨɧɭ ɢɡ ɉɚɪɢɡɚ, ɤɨ-
ʁɢ ɩɨɡɢɜɚ ɧɚ ɤɨɧɮɢɫɤɚɰɢʁɟ, ɫɟ ɤɚɠɟ ɞɚ ʁɟ „ɞɨɲɥɨ ɜɪɟɦɟ ɞɚ ɰɚɪɫɬɜɨ 
ɭɦɟɬɧɨɫɬɢ ɬɪɟɛɚ ɞɚ ɩɪɟɻɟ ɭ Ɏɪɚɧɰɭɫɤɭ, ɞɚ ɛɢ ɭɱɜɪɫɬɢɥɨ ɢ ɭɤɪɚɫɢ-
ɥɨ ɰɚɪɫɬɜɨ ɫɥɨɛɨɞɟ“ (Ɏɢɪɟ, Ɉɡɭɮ, 1996:124). Ɇɟɻɭ ɛɪɨʁɧɢɦ ɪɟɦɟɤ-
ɞɟɥɢɦɚ ɩɪɟɧɟɫɟɧɢɦ ɭ Ʌɭɜɪ ɭ ɩɟɪɢɨɞɭ 1794-1811. ɛɢɥɟ ɫɭ ɫɤɭɥɩɬɭ-
ɪɟ Ⱥɩɨɥɨɧɚ Ȼɟɥɜɟɞɟɪɫɤɨɝ ɢ Ʌɚɨɤɨɧɬɨɜɚ ɝɪɭɩɚ ɢɡ ȼɚɬɢɤɚɧɚ, ɤɚɨ ɢ 
ɫɥɢɤɟ Ɋɚɮɚɟɥɚ, Ɍɢɰɢʁɚɧɚ, Ʉɨɪɟɻɚ, Ɋɭɛɟɧɫɚ ɢ Ɋɟɦɛɪɚɧɬɚ ɢ ɞɪ. ɍ 
ɨɤɜɢɪɭ ɇɚɩɨɥɟɨɧɨɜɢɯ ɭɝɨɜɨɪɚ ɫ ɢɬɚɥɢʁɚɧɫɤɢɦ ɜɨʁɜɨɞɚɦɚ, ɨɧɢ ɫɭ ɭ 
ɡɚɦɟɧɭ ɡɚ ɦɢɪ ɛɢɥɢ ɩɪɢɧɭɻɟɧɢ ɞɚ ɩɪɟɞɚʁɭ ɭɦɟɬɧɢɱɤɚ ɞɟɥɚ (Englu-
nd, 2008; Lubliner-Mattatia, 2007). Ɍɨɤɨɦ ɤɚɦɩɚʃɟ ɭ ȿɝɢɩɬɭ (1798-
1801), ɇɚɩɨɥɟɨɧ ʁɟ ɨɫɧɨɜɚɨ ɩɨɫɟɛɧɭ Ʉɨɦɢɫɢʁɭ ɡɚ ɧɚɭɤɭ ɢ ɭɦɟɬɧɨ-
ɫɬ, ɤɨʁɭ ʁɟ ɱɢɧɢɥɨ 165 ɧɚɭɱɧɢɤɚ, ɤɨʁɟ ʁɟ ɩɨɫɥɚɨ ɭ ȿɝɢɩɚɬ ɞɚ ɬɪɚɝɚʁɭ 
ɡɚ ɭɦɟɬɧɢɱɤɢɦ ɞɟɥɢɦɚ ɢ ɚɧɬɢɤɜɢɬɟɬɢɦɚ ɨɞ ɢɧɬɟɪɟɫɚ ɡɚ Ʌɭɜɪ, ɧɚ-
ɤɨɧ ɱɟɝɚ ʁɟ ɨɫɧɨɜɚɧɨ Ɉɞɟʂɟʃɟ ɟɝɢɩɚɬɫɤɢɯ ɫɬɚɪɢɧɚ ɭ Ʌɭɜɪɭ (Houpt, 
2006). ɉɨɫɥɟ ɛɢɬɤɟ ɤɨɞ ȼɚɬɟɪɥɨɚ (1815), ɤɨʁɚ ʁɟ ɨɛɟɥɟɠɢɥa ɤɪɚʁ 
ɇɚɩɨɥɟɨɧɨɜɢɯ ɪɚɬɨɜɚ, ɭɫɥɟɞɢɥɚ ʁɟ, ɩɪɜɚ ɭ ɢɫɬɨɪɢʁɢ, ɪɟɫɬɢɬɭɰɢʁɚ 
ȿɬɨ ɲɬɚ ʁɟ ɰɢɜɢɥɢɡɚɰɢʁɚ ɭɱɢɧɢɥɚ ɜɚɪɜɚɪɫɬɜɭ 
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ɤɨɧɮɢɫɤɨɜɚɧɢɯ ɭɦɟɬɧɢɱɤɢɯ ɞɟɥɚ ɭ ɡɟɦʂɟ ɩɨɪɟɤɥɚ (ɋɚɦɚɪʇɢʄ, 
2017:65). 
Ɇɟɻɭ ɩɪɜɢɦɚ ɤɨʁɢ ɫɭ ɫɟ ɫɭɩɪɨɬɫɬɚɜɢɥɢ ɢɞɟʁɢ ɨɬɢɦɚʃɚ ɭɦɟ-
ɬɧɢɱɤɢɯ ɞɟɥɚ ɢɡ ɤɨɧɬɟɤɫɬɚ ɭ ɤɨʁɟɦ ɫɭ ɫɬɜɨɪɟɧɚ, ɤɚɨ ɢ ɭɨɩɲɬɟ ɢɞɟʁɢ 
ɦɭɡɟɚɥɢɡɚɰɢʁɟ ɭɦɟɬɧɢɱɤɢɯ ɞɟɥɚ, ɛɢɨ ʁɟ ɩɨɡɧɚɬɢ ɮɪɚɧɰɭɫɤɢ ɚɪɯɟɨ-
ɥɨɝ ɢ ɬɟɨɪɟɬɢɱɚɪ ɭɦɟɬɧɨɫɬɢ Ʉɜɚɬɪɟɦɟɪ ɞɟ Ʉɜɢɧɫɢ (Quatremère de 
Quincy). ɍ ɉɢɫɦɢɦɚ ɝɟɧɟɪɚɥɭ Ɇɢɪɚɧɞɢ ɨ ɩɪɟɦɟɲɬɚʃɭ ɢɬɚɥɢʁɚɧɫ-
ɤɢɯ ɭɦɟɬɧɢɱɤɢɯ ɫɩɨɦɟɧɢɤɚ (ɢɡ 1796) ɨɧ ɨɫɭɻɭʁɟ ɇɚɩɨɥɟɨɧɨɜɟ ɤɨ-
ɧɮɢɫɤɚɰɢʁɟ, ɭɤɚɡɭʁɭʄɢ ɞɚ ɭɤɥɚʃɚʃɟ ɚɧɬɢɱɤɢɯ ɢ ɪɟɧɟɫɚɧɫɧɢɯ ɞɟɥɚ 
ɢɡ ʃɢɯɨɜɨɝ ɢɫɬɨɪɢʁɫɤɨɝ ɤɨɧɬɟɤɫɬɚ ɩɨɧɢɲɬɚɜɚ ʃɢɯɨɜɨ ɡɧɚɱɟʃɟ ɢ 
ɞɚ ʁɟ ɫɬɢɰɚʃɟ ɞɨɛɚɪɚ ɬɨɤɨɦ ɪɚɬɨɜɚ ɧɟɦɨɪɚɥɧɨ (Špikiü, 2006). 
 
ɉɚɪɬɟɧɨɧɫɤɟ ɢɥɢ ȿɥʇɢɧɨɜɟ ɫɤɭɥɩɬɭɪɟ 
 
Ʉɚɞɚ ʁɟ ɟɧɝɥɟɫɤɢ ɩɭɬɧɢɤ Ɏɟɞɟɪɢɤ Ⱦɚɝɥɚɫ 1813. ɝɨɞɢɧɟ 
ɩɪɨɥɚɡɢɨ ɤɪɨɡ Ⱥɬɢɧɭ, ɡɚɛɟɥɟɠɢɨ ʁɟ ɞɚ ɝɚ ɱɭɞɢ „ɛɟɫɬɢɞɧɨɫɬ ɬɟ ɪɭɤɟ 
ɤɨʁɚ ɫɟ ɭɫɭɞɢɥɚ ɞɚ ɫɤɥɨɧɢ ɨɧɨ ɲɬɨ ʁɟ Ɏɢɞɢʁɚ ɩɨɫɬɚɜɢɨ ɬɚɦɨ, ɩɨɞ 
ɉɟɪɢɤɥɨɜɢɦ ɧɚɞɡɨɪɨɦ“, ɦɢɫɥɟʄɢ ɧɚ ɚɬɢɧɫɤɟ ɫɤɭɥɩɬɭɪɟ ɫɤɢɧɭɬɟ ɫɚ 
ɉɚɪɬɟɧɨɧɚ, ɤɨʁɟ ɫɟ ɨɞ 1816. ɝɨɞɢɧɟ ɧɚɥɚɡɟ ɭ Ȼɪɢɬɚɧɫɤɨɦ ɦɭɡɟʁɭ ɭ 
Ʌɨɧɞɨɧɭ (Valavanidis, 2004:30). Ɍɨɦɚɫ Ȼɪɭɫ, ɫɟɞɦɢ ɟɪɥ ɨɞ ȿɥʇɢɧɚ, 
ɛɪɢɬɚɧɫɤɢ ɞɢɩɥɨɦɚɬɚ ɭ ɐɚɪɢɝɪɚɞɭ (ɭ Ɉɬɨɦɚɧɫɤɨɦ ɰɚɪɫɬɜɭ, ɩɨɞ 
ɱɢʁɢɦ ɜɥɚɲʄɭ ʁɟ ɛɢɥɚ ɢ Ƚɪɱɤɚ), ɞɨɛɢɨ ʁɟ ɨɞ ɫɭɥɬɚɧɚ ɋɟɥɢɦɚ III 
ɮɟɪɦɚɧ ɢɥɢ ɩɢɫɚɧɭ ɞɨɡɜɨɥɭ ɞɚ ʃɟɝɨɜɢ ɭɦɟɬɧɢɰɢ (ɱɢʁɚ ɦɢɫɢʁɚ ʁɟ 
ɛɢɥɚ ɰɪɬɚʃɟ ɢ ɢɡɪɚɞɚ ɨɞɥɢɜɚɤɚ ɚɬɢɧɫɤɢɯ ɫɩɨɦɟɧɢɤɚ), ɧɟɫɦɟɬɚɧɨ 
ɪɚɞɟ ɧɚ Ⱥɤɪɨɩɨʂɭ ɢ ɫɚ ɫɨɛɨɦ ɩɨɧɟɫɭ ɫɩɨɦɟɧɢɤɟ ɭ ȿɧɝɥɟɫɤɭ 
(Ȼɚɛɢʄ, 2004:27, 30). ɉɪɜɟ ɦɟɬɨɩɟ ɫɤɢɧɭɬɟ ɫɭ ɫɚ ɉɚɪɬɟɧɨɧɚ ɭ ʁɭɥɭ 
1801. ɝɨɞɢɧɟ, ɞɨɤ ʁɟ ɥɨɪɞ ȿɥʇɢɧ, ɤɨʁɢ ʁɟ ɩɨɫɥɨɜɟ ɧɚɞɝɥɟɞɚɨ ɢɡ 
ɐɚɪɢɝɪɚɞɚ, ɫɬɢɝɚɨ ɭ Ⱥɬɢɧɭ ɬɟɤ 1802. ɝɨɞɢɧɟ (Ȼɚɛɢʄ, 2008:30). 
Ʉɚɞɚ ɫɭ ɩɪɜɢ ɫɚɧɞɭɰɢ ɫɚ ɦɟɬɨɩɚɦɚ ɢ ɤɢɩɨɜɢɦɚ ɫɬɢɝɥɢ ɛɪɨɞɨɜɢɦɚ 
ɭ ȿɧɝɥɟɫɤɭ, 1804. ɝɨɞɢɧɟ, ɜɟʄ ʁɟ ɛɢɥɚ ɩɨɤɪɟɧɭɬɚ ɞɟɛɚɬɚ ɨ 
ɨɩɪɚɜɞɚɧɨɫɬɢ ȿɥʇɢɧɨɜɢɯ ɪɚɞʃɢ. Ȼɚɛɢʄ (2004:32) ɩɢɲɟ: „Ɍɚɤɨ ʁɟ 
ɩɨɱɟɥɚ ɜɟɥɢɤɚ ɪɚɫɩɪɚɜɚ, ɤɨʁɚ ɩɥɚɦɬɢ ɢ ɞɚɧɚɫ, ɨ ɬɨɦɟ ʁɟɫɭ ɥɢ 
ɫɤɭɥɩɬɭɪɟ ɫ ɉɚɪɬɟɧɨɧɚ ɫɩɚɫɟɧɟ ɨɞ ɧɟɯɚɬɚ ɢ ɫɢɝɭɪɧɨɝ ɭɧɢɲɬɟʃɚ, 
ɢɥɢ ɛɟɡ ɢɤɚɤɜɨɝ ɩɪɚɜɚ ɨɬɟɬɟ ɨɞ ɝɪɱɤɨɝ ɧɚɪɨɞɚ, ɞɟɥɢɦɚ ɛɪɢɬɚɧɫɤɨɝ 
ɚɦɛɚɫɚɞɨɪɚ ɢ ɨɞɥɭɤɚɦɚ ɨɫɦɚɧɫɤɢɯ ɜɥɚɫɬɢ. ɉɢɬɚʃɟ ɫɟ ɦɨɠɟ 
ɩɨɫɬɚɜɢɬɢ ɢ ɞɪɭɝɚɱɢʁɟ: ɱɢʁɚ ʁɟ ɛɚɲɬɢɧɚ ɩɚɪɬɟɧɨɧɫɤɢ ɮɪɢɡ – 
ɈɊɂȽɂɇȺɅɇɂ ɇȺɍɑɇɂ ɊȺȾɈȼɂ 
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ɟɜɪɨɩɫɤɚ ɢɥɢ, ɩɪɟ ɫɜɟɝɚ, ɝɪɱɤɚ?“ (Ȼɚɛɢʄ, 2008:32). ɉɨɞ ɭɬɢɰɚʁɟɦ 
Ȼɚʁɪɨɧɨɜɨɝ ɫɬɚɜɚ ɨ ɚɬɢɧɫɤɨɦ Ⱥɤɪɨɩɨʂɭ (ɭ ɩɨɟɦɢ ɏɨɞɨɱɚɲʄɟ 
ɑɚʁɥɞɚ ɏɚɪɨɥɞɚ), ɞɟɨ ʁɚɜɧɨɫɬɢ ʁɟ ɩɨɫɬɚɨ ɫɤɟɩɬɢɱɚɧ ɭ ɩɨɝɥɟɞɭ 
ȿɥʇɢɧɨɜɟ ɧɚɦɟɪɟ ɞɚ ɡɚɲɬɢɬɢ ɢ ɫɚɱɭɜɚ ɭɦɟɬɧɢɱɤɚ ɞɟɥɚ ɢ ʃɟɝɨɜ 
ɩɪɨʁɟɤɚɬ ɛɢɨ ʁɟ ɫɯɜɚʄɟɧ ɤɚɨ ɧɟɡɚɤɨɧɢɬɚ ɢ ɧɟɦɨɪɚɥɧɚ ɩʂɚɱɤɚ 
(Ȼɚɛɢʄ, 2008:32). ɉɪɟɦɚ ȼɚɥɚɜɚɧɢɞɢɫɭ (2004:13), ɪɚɞɢɥɨ ɫɟ ɨ 
„ɩɨɥɢɬɢɱɤɨʁ ɬɪɝɨɜɢɧɢ“ ɪɚɞɢ ɭɱɜɪɲʄɢɜɚʃɚ ɛɪɢɬɚɧɫɤɨ-ɬɭɪɫɤɢɯ 
ɜɟɡɚ, ʁɟɪ je ɫɭɥɬɚɧ ɭ ɫɤɥɚɞɭ ɫɚ ɩɨɥɢɬɢɱɤɨɦ ɫɢɬɭɚɰɢʁɨɦ ɦɨɪɚɨ ɞɚ 
ɛɭɞɟ ɛɥɚɝɨɧɚɤɥɨɧ ɩɪɟɦɚ ɛɪɢɬɚɧɫɤɨɦ ɚɦɛɚɫɚɞɨɪɭ, ɩɨɫɟɛɧɨ ɧɚɤɨɧ 
ɟɧɝɥɟɫɤɟ ɩɨɛɟɞɟ ɧɚɞ ɇɚɩɨɥɟɨɧɨɦ. 
ȼɚɥɚɜɚɧɢɞɢɫ (2004) ɭɤɚɡɭʁɟ ɞɚ ɫɟ ɢɞɟʁɚ ɨ ɩɨɜɪɚɬɭ ɫɤɭɥɩɬɭɪɚ 
ɫɚ ɉɚɪɬɟɧɨɧɚ ɪɨɞɢɥɚ ɨɞ ɫɚɦɨɝ ɦɨɦɟɧɬɚ ʃɢɯɨɜɨɝ ɨɞɧɨɲɟʃɚ, ɩɨɲɬɨ 
ʁɟ ɪɟɱ ɨ ɫɢɦɛɨɥɭ ɧɚɰɢɨɧɚɥɧɨɝ ɢɞɟɧɬɢɬɟɬɚ ɢ ɞɨɤɚɡɭ ɞɨɩɪɢɧɨɫɚ 
Ƚɪɱɤɟ ɫɜɟɬɫɤɨʁ ɤɭɥɬɭɪɢ, ɤɚɨ ɢ ɧɚɪɭɲɚɜɚʃɭ ʁɟɞɢɧɫɬɜɚ ʁɟɞɧɨɝ 
ɤɭɥɬɭɪɧɨɝ ɚɧɫɚɦɛɥɚ ɩʂɚɱɤɚʃɟɦ ʃɟɝɨɜɢɯ ɞɟɥɨɜɚ. ɍ ɬɨʁ ɬɟɠʃɢ 
ɬɪɚɠɟɧɚ ʁɟ ɩɨɞɪɲɤɚ ɦɟɻɭɧɚɪɨɞɧɢɯ ɨɪɝɚɧɢɡɚɰɢʁɚ ɢ ɢɧɫɬɢɬɭɰɢʁɚ, 
ɩɨɩɭɬ ɍʁɟɞɢʃɟɧɢɯ ɧɚɰɢʁɚ ɢ ɍɧɟɫɤɚ. ȼɟɥɢɤɚ Ȼɪɢɬɚɧɢʁɚ, ɤɚɨ ɞɪɠɚɜɚ 
ɢ ɱɥɚɧ ɍɧɟɫɤɚ, ɨɞɛɢɥɚ ʁɟ ɭ ɞɜɚ ɧɚɜɪɚɬɚ (1984. ɢ 1985) ɞɚ Ƚɪɱɤɨʁ 
ɜɪɚɬɢ ɫɤɭɥɩɬɭɪɟ ɫɚ ɉɚɪɬɟɧɨɧɚ (Valavanidis, 2004:29). Ʉɚɞɚ ʁɟ ɩɪɟ 
ɩɨɱɟɬɤɚ Ɉɥɢɦɩɢʁɫɤɢɯ ɢɝɚɪɚ ɭ Ⱥɬɢɧɢ (2004) ɝɪɱɤɚ ɜɥɚɞɚ ɩɨɧɨɜɨ 
ɡɚɬɪɚɠɢɥɚ ɩɨɜɪɚɬ ɩɚɪɬɟɧɨɧɫɤɢɯ ɮɪɢɡɨɜɚ ɢ ɞɪɭɝɢɯ ɫɤɭɥɩɬɭɪɚ, 
Ȼɪɢɬɚɧɫɤɢ ɦɭɡɟʁ ɨɫɬɚɨ ʁɟ ɩɪɢ ɫɬɚɜɭ ɞɚ ɩɚɪɬɟɧɨɧɫɤɢ ɦɟɪɦɟɪɢ ɧɟʄɟ 
ɧɢɤɚɞɚ ɧɚɩɭɫɬɢɬɢ ȿɧɝɥɟɫɤɭ, ɫɦɚɬɪɚʁɭʄɢ ɞɚ ɨɧɢ ɧɢɫɭ ɞɨɛɪɨ ɫɚɦɨ 
ʁɟɞɧɟ ɧɚɰɢʁɟ, ɞɚ ɮɨɧɞɨɜɢ Ȼɪɢɬɚɧɫɤɨɝ ɦɭɡɟʁɚ ɩɪɟɜɚɡɢɥɚɡɟ ɝɪɚɧɢɰɟ 
ɧɚɰɢɨɧɚɥɧɨɝ ɢ ɞɚ ɫɭ ɫɤɭɥɩɬɭɪɟ ɫɬɟɱɟɧɟ ɧɚ ɩɪɚɜɚɧ ɢ ɥɟɝɚɥɚɧ ɧɚɱɢɧ 
(Valavanidis, 2004:29). 
ɂɞɟʁɚ ɨ ɩɪɚɜɭ ɫɜɚɤɟ ɞɪɠɚɜɟ ɞɚ ɱɭɜɚ ʁɟɞɚɧ ɞɟɨ ɫɜɨɝ ɧɚɫɥɟɻɚ 
ɤɚɨ ɫɚɫɬɚɜɧɢ ɞɟɨ ʃɟɧɨɝ ɤɭɥɬɭɪɧɨɝ ɢɞɟɧɬɢɬɟɬɚ ɛɢɥɚ ʁɟ ɫɭɩɪɨɬɧɚ 
ɤɨɧɰɟɩɰɢʁɢ ɢ ɦɢɫɢʁɢ ɨɜɨɝ ɫɜɟɬɫɤɨɝ ɦɭɡɟʁɚ í ɞɚ ɩɪɟɞɫɬɚɜʂɚ ɞɟɥɚ 
ɰɟɥɨɝ ɱɨɜɟɱɚɧɫɬɜɚ, ɫɜɢɯ ɟɩɨɯɚ ɢ ɧɚɰɢʁɚ (Houpt, 2006:28). ɏɭɩɬ 
(Houpt, 2006:28) ɩɢɲɟ ɞɚ ʁɟ ɤɪɚʁɟɦ 2002. ɝɨɞɢɧɟ ɨɫɚɦɧɚɟɫɬ 
ɧɚʁɡɧɚɱɚʁɧɢʁɢɯ ɟɜɪɨɩɫɤɢɯ ɢ ɚɦɟɪɢɱɤɢɯ ɦɭɡɟʁɚ ɩɨɞɪɠɚɥɨ ɫɬɚɜ 
Ȼɪɢɬɚɧɫɤɨɝ ɦɭɡɟʁɚ ɡɚʁɟɞɧɢɱɤɨɦ ɞɟɤɥɚɪɚɰɢʁɨɦ ɩɪɨɬɢɜ ɫɢɫɬɟɦɚɬɫɤɟ 
ɪɟɫɬɢɬɭɰɢʁɟ ɞɟɥɚ ɫɬɚɪɢɯ ɰɢɜɢɥɢɡɚɰɢʁɚ ɭ ɡɟɦʂɟ ɩɨɪɟɤɥɚ, ʁɟɪ ɛɢ ɭ 
ɫɭɩɪɨɬɧɨɦ ɦɧɨɝɢ ɦɭɡɟʁɢ ɨɫɬɚɥɢ ɢɫɩɪɚɠʃɟɧɢ. 
ȿɬɨ ɲɬɚ ʁɟ ɰɢɜɢɥɢɡɚɰɢʁɚ ɭɱɢɧɢɥɚ ɜɚɪɜɚɪɫɬɜɭ 
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ɇɚ ɢɧɢɰɢʁɚɬɢɜɭ Ƚɪɱɤɟ ɢ ɭɡ ɩɨɞɪɲɤɭ 74 ɡɟɦʂɟ, Ƚɟɧɟɪɚɥɧɚ 
ɫɤɭɩɲɬɢɧɚ ɍɇ ɭɫɜɨʁɢɥɚ ʁɟ 9. ɞɟɰɟɦɛɪɚ 2015. ɝɨɞɢɧɟ Ɋɟɡɨɥɭɰɢʁɭ í 
ɉɨɜɪɚɬ ɢɥɢ ɪɟɫɬɢɬɭɰɢʁɚ ɤɭɥɬɭɪɧɢɯ ɞɨɛɚɪɚ ɭ ɡɟɦʂɟ ɩɨɪɟɤɥɚ 
(Resolution A/RES/70/76 – Return or Restitution of Cultural Property 
to the Countries of Origin), ɤɨʁɚ ɩɨɞɫɬɢɱɟ ɪɟɫɬɢɬɭɰɢʁɭ ɢɥɢ ɩɨɜɪɚɬ 
ɤɭɥɬɭɪɧɢɯ ɞɨɛɚɪɚ ɭ ɡɟɦʂɟ ɩɨɪɟɤɥɚ, ɤɚɨ ɢ ɧɚɩɨɪɟ ɡɚ ɡɚɲɬɢɬɭ 
ɤɭɥɬɭɪɧɟ ɛɚɲɬɢɧɟ. ɍ ɫɟɞɦɨʁ ɬɚɱɤɢ ɨɜɟ Ɋɟɡɨɥɭɰɢʁɟ ɭɫɜɨʁɟɧɟ ɫɭ 
ɞɟɤɥɚɪɚɰɢʁɟ ɢ ɩɪɟɩɨɪɭɤɟ ɦɟɻɭɧɚɪɨɞɧɢɯ ɮɨɪɭɦɚ ɩɨ ɩɢɬɚʃɭ 
ɩɨɜɪɚɬɚ ɤɭɬɭɪɧɢɯ ɞɨɛɚɪɚ, ɤɨʁɟ ɫɟ ɨɞɧɨɫɟ ɢ ɧɚ Ƚɪɱɤɭ. ȵɟɧɨ 
ɭɫɜɚʁɚʃɟ ʁɟ ɡɧɚɱɚʁɧɨ ɢ ɭ ɨɞɧɨɫɭ ɧɚ ɚɤɬɭɟɥɧɟ ɞɨɝɚɻɚʁɟ ɧɚ ɋɪɟɞʃɟɦ 
ɂɫɬɨɤɭ, ɝɞɟ ɫɭ ɫɩɨɦɟɧɢɰɢ ɫɜɟɬɫɤɨɝ ɤɭɥɬɭɪɧɨɝ ɧɚɫɥɟɻɚ ɢɡɥɨɠɟɧɢ 
ɫɬɚɥɧɨʁ ɞɟɫɬɪɭɤɰɢʁɢ (ɪɚɡɚɪɚʃɭ), ɤɚɨ ɢ ɭ ɨɞɧɨɫɭ ɧɚ ɜɟʄ 
ɭɫɬɚɧɨɜʂɟɧɟ ɜɟɡɟ ɢɡɦɟɻɭ ɬɪɝɨɜɢɧɟ ɤɭɥɬɭɪɧɢɦ ɞɨɛɪɢɦɚ ɢ 
ɮɢɧɚɧɫɢɪɚʃɚ ɬɟɪɨɡɢɦɚ (Résolution 70/76). ɍ Ɋɟɡɨɥɭɰɢʁɢ ɫɟ ɢɫɬɢɱɟ 
ɞɚ ʁɟ ɡɚ ɡɟɦʂɟ ɩɨɪɟɤɥɚ ɨɞ ɢɡɭɡɟɬɧɟ ɜɚɠɧɨɫɬɢ ɞɚ ɨɛɟɡɛɟɞɟ ɩɨɜɪɚɬ 
ɫɜɨʁɢɯ ɤɭɥɬɭɪɧɢɯ ɞɨɛɚɪɚ ɨɞ ɞɭɯɨɜɧɨɝ, ɢɫɬɨɪɢʁɫɤɨɝ ɢ ɤɭɥɬɭɪɧɨɝ 
ɡɧɚɱɚʁɚ ɢ ɭʁɟɞɧɨ ɫɟ ɩɨɞɪɠɚɜɚʁɭ ɫɜɟ ɢɧɢɰɢʁɚɬɢɜɟ (ɛɢɥɨ ɞɪɠɚɜɚ, 
ɢɧɫɬɢɬɭɰɢʁɚ ɢɥɢ ɩɨʁɟɞɢɧɚɰɚ) ɡɚ ɩɨɜɪɚɬ ɧɟɡɚɤɨɧɢɬɨ ɩɪɢɫɜɨʁɟɧɢɯ 
ɤɭɥɬɭɪɧɢɯ ɞɨɛɚɪɚ ɭ ɡɟɦʂɟ ɩɨɪɟɤɥɚ ɧɚ ɞɨɛɪɨɜɨʂɧɨʁ ɨɫɧɨɜɢ 
(Résolution 70/76). 
Ⱦɟɦɨɧɬɚɠɚ ɩɚɪɬɟɧɨɧɫɤɢɯ ɮɪɢɡɨɜɚ ɫɟ ɫɦɚɬɪɚ ɧɚʁɜɟʄɢɦ 
ɚɤɬɨɦ ɜɚɧɞɚɥɢɡɦɚ ɢɡɜɪɲɟɧɢɦ ɭ ɦɢɪɧɨɞɨɩɫɤɨ ɜɪɟɦɟ, ɞɨɤ ʁɟ ɥɨɪɞ 
ȿɥʇɢɧ, ɫ ɞɪɭɝɟ ɫɬɪɚɧɟ, ɫɜɨʁ ɝɟɫɬ ɫɯɜɚɬɚɨ ɤɚɨ „ɭɫɥɭɝɭ ɡɚ ɭɦɟɬɧɨɫɬ 
ȿɧɝɥɟɫɤɟ“ (Valavanidis, 2004:16). ɍ ɤʃɢɡɢ ɂɫɬɨɪɢʁɚ ɜɚɧɞɚɥɢɡɦɚ, 
ɢɫɬɨɪɢɱɚɪɚ ɭɦɟɬɧɨɫɬɢ Ʌɭʁɚ Ɋɟɚ (Réau, 1994:12), ɩɨɞ ɩɨʁɦɨɦ 
„ɜɚɧɞɚɥɢɡɚɦ“ ɫɯɜɚɬɚ ɫɟ ɧɟ ɫɚɦɨ ɞɟɫɬɪɭɤɰɢʁɚ (ɪɚɡɚɪɚʃɟ) ɫɩɨɦɟɧɢɤɚ 
ɢɡ ɢɞɟɨɥɨɲɤɢɯ ɪɚɡɥɨɝɚ ɢɥɢ ɨɛɟɫɬɢ, ɢɡɦɟɧɚ ʃɢɯɨɜɨɝ ɚɦɛɢʁɟɧɬɚ 
(ʁɚɜɧɢ ɜɚɧɞɚɥɢɡɚɦ), ʃɢɯɨɜɚ ɩɪɟɤɨɦɟɪɧɚ ɪɟɫɬɚɭɪɚɰɢʁɚ 
(ɪɟɫɬɚɭɪɚɬɨɪɫɤɢ ɜɚɧɞɚɥɢɡɚɦ), ɜɟʄ ɢ ɢɡɦɟɲɬɚʃɟ ɫɩɨɦɟɧɢɤɚ ɢɡ 
ʃɢɯɨɜɨɝ ɢɡɜɨɪɧɨɝ ɤɨɧɬɟɤɫɬɚ – ɟɥʇɢɧɢɡɚɦ. 
ɍ ɢɫɬɨ ɜɪɟɦɟ ʄɟ, ɭ ɛɨɪɛɢ ɩɪɨɬɢɜ ɩɪɨɞɚʁɟ ɭ ɢɧɨɫɬɪɚɧɫɬɜɭ 
ɦɚɬɟɪɢʁɚɥɚ ɫɚ ɪɭɲɟɜɢɧɚ ɢ ɫɬɚɪɢɯ ɫɩɨɦɟɧɢɤɚ Ɏɪɚɧɰɭɫɤɟ, ȼɢɤɬɨɪ 
ɂɝɨ (Victor Hugo) ɭ ɟɫɟʁɭ Ɋɚɬ ɪɭɲɢɬɟʂɢɦɚ (1832) ɧɚɩɢɫɚɬɢ: 
„Ɋɟɱɟɧɨ ɧɚɦ ʁɟ ɞɚ ɫɭ ȿɧɝɥɟɡɢ ɡɚ ɬɪɢ ɫɬɨɬɢɧɟ ɮɪɚɧɚɤɚ ɤɭɩɢɥɢ ɩɪɚɜɨ 
ɞɚ ɢɡ ɪɭɲɟɜɢɧɟ ɞɢɜɧɟ ɨɩɚɬɢʁɟ ɀɭɦɢʁɟɠ (Jumiéges) ɨɞɧɟɫɭ ɫɜɟ ɲɬɨ 
ɠɟɥɟ. Ɍɚɤɨ ɫɟ ɫɤɪɧɚɜʂɟʃɚ ɥɨɪɞɚ ȿɥʇɢɧɚ ɩɨɧɚɜʂɚʁɭ ɤɨɞ ɧɚɫ, ɚ ɦɢ 
ɈɊɂȽɂɇȺɅɇɂ ɇȺɍɑɇɂ ɊȺȾɈȼɂ 
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ɢɡ ɬɨɝɚ ɢɡɜɥɚɱɢɦɨ ɞɨɛɢɬ. Ɍɭɪɰɢ ɫɭ ɩɪɨɞɚɜɚɥɢ ɫɚɦɨ ɝɪɱɤɟ 
ɫɩɨɦɟɧɢɤɟ; ɦɢ ɫɦɨ ɛɨʂɢ ɨɞ ʃɢɯ í ɩɪɨɞɚʁɟɦɨ ɫɜɨʁɟ“ (Hugo, 
2006:51-52). 
 
ȼɢɤɬɨɪ ɂɝɨ í Ɋɚɬ ɪɭɲɢɬɟʂɢɦɚ (1825. ɢ 1832) 
 
ɉɨɫɥɟ ȳɭɥɫɤɟ ɪɟɜɨɥɭɰɢʁɟ ɭ Ɏɪɚɧɰɭɫɤɨʁ (1830), ɩɪɜɨ ɫɭ 
ɩɢɫɰɢ ɟɩɨɯɟ ɪɨɦɚɧɬɢɡɦɚ ɢɧɢɰɢɪɚɥɢ ɩɪɨɛɥɟɦ ɡɚɲɬɢɬɟ ɢɫɬɨɪɢʁɫɤɢɯ 
ɫɩɨɦɟɧɢɤɚ (Réau, 1994). ɂɝɨɨɜ ɟɫɟʁ Ɋɚɬ ɪɭɲɢɬɟʂɢɦɚ, ɧɚɩɢɫɚɧ ɭ 
ɞɜɟ ɜɟɪɡɢʁɟ (1825. ɢ 1832 í ɨɛʁɚɜʂɟɧ ɭ ɱɚɫɨɩɢɫɭ Revue des deux 
monde), ɩɪɟɦɚ ɫɯɜɚɬɚʃɭ Ɋɟɨɚ (Réau, 1994), ɢɫɬɢɧɫɤɚ ʁɟ ɨɛʁɚɜɚ 
„ɪɚɬɚ ɜɚɧɞɚɥɢɦɚ“ ɭɫɦɟɪɟɧɢɦ ɧɚ ɪɭɲɟʃɟ ɫɪɟɞʃɨɜɟɤɨɜɧɢɯ 
ɫɩɨɦɟɧɢɤɚ Ɏɪɚɧɰɭɫɤɟ. ȼɚɠɧɨ ɦɟɫɬɨ ɭ ɟɫɟʁɭ ɞɨɛɢɥɚ ʁɟ ɢɞɟʁɚ ɨ 
ɨɱɭɜɚʃɭ ɨɫɬɚɬɚɤɚ ɧɚɰɢɨɧɚɥɧɟ ɩɪɨɲɥɨɫɬɢ ɭ ɢɦɟ ɡɚɫɬɭɩɧɢɤɚ ɧɚɭɤɟ, 
ɭɦɟɬɧɨɫɬɢ, ɭɤɭɫɚ ɢ ɢɫɬɨɪɢʁɟ, ɡɛɨɝ ɱɟɝɚ ʄɟ ɫɟ ɨɧ ɫɦɚɬɪɚɬɢ ɩɪɜɢɦ 
ɮɪɚɧɰɭɫɤɢɦ ɦɚɧɢɮɟɫɬɨɦ ɩɨɫɜɟʄɟɧɨɦ ɡɚɲɬɢɬɢ ɢɫɬɨɪɢʁɫɤɢɯ 
ɫɩɨɦɟɧɢɤɚ ɭ XIX ɜɟɤɭ (Špikiü, 2006). ɂɝɨ (Hugo, 2006:52) ɩɢɲɟ: 
„ɍ ɫɜɚɤɨʁ ɝɪɚɻɟɜɢɧɢ ɩɨɫɬɨʁɟ ɞɜɚ ɟɥɟɦɟɧɬɚ í ʃɟɧɚ ɭɩɨɬɪɟɛɚ ɢ ʃɟɧɚ 
ɥɟɩɨɬɚ. ȵɟɧɚ ɭɩɨɬɪɟɛɚ ɩɪɢɩɚɞɚ ɜɥɚɫɧɢɤɭ, ʃɟɧɚ ɥɟɩɨɬɚ ɫɜɢɦɚ; ɚɤɨ 
ʁɟ ɪɭɲɢ, ɜɥɚɫɧɢɤ ɩɪɟɤɨɪɚɱɭʁɟ ɫɜɨʁɚ ɩɪɚɜɚ“. 
ɂɝɨɨɜ ɤɪɢɬɢɱɤɢ ɬɨɧ ɭ ɫɩɢɫɢɦɚ ɨ ɡɚɲɬɢɬɢ ɢɫɬɨɪɢʁɫɤɢɯ 
ɫɩɨɦɟɧɢɤɚ ɞɨɜɟɨ ʁɟ ɞɨ „ɩɪɨɦɟɧɚ ɭ ɩɟɪɰɟɩɰɢʁɢ ɫɪɟɞʃɨɜɟɤɨɜʂɚ“ 
(ɒɩɢɤɢʄ, 2006:21), ɩɪɟɦɚ ɤɨʁɟɦ ʁɟ ɨɠɢɜɟɨ ɢɧɬɟɧɡɢɜɚɧ ɢɧɬɟɪɟɫ 
ɩɨɫɥɟ ɨɛʁɚɜʂɢɜɚʃɚ ɂɝɨɨɜɨɝ ɪɨɦɚɧɚ Ȼɨɝɨɪɨɞɢɱɢɧɚ ɰɪɤɜɚ ɭ ɉɚɪɢɡɭ. 
ȿɫɟʁ Ɋɚɬ ɪɭɲɢɬɟʂɢɦɚ (1925) ɡɚɩɨɱɢʃɟ ɪɟɱɢɦɚ: „Ⱥɤɨ ɫɬɜɚɪɢ ʁɨɲ 
ɧɟɤɨ ɜɪɟɦɟ ɛɭɞɭ ɢɲɥɟ ɨɜɢɦ ɬɨɤɨɦ, ɭɫɤɨɪɨ ʄɟ ʁɟɞɢɧɢ ɩɪɟɨɫɬɚɥɢ 
ɧɚɰɢɨɧɚɥɧɢ ɫɩɨɦɟɧɢɤ ɭ Ɏɪɚɧɰɭɫɤɨʁ ɛɢɬɢ 'ɋɥɢɤɨɜɢɬɚ ɢ 
ɪɨɦɚɧɬɢɱɧɚ ɩɭɬɨɜɚʃɚ ɤɪɨɡ ɚɧɬɢɱɤɭ Ɏɪɚɧɰɭɫɤɭ' (Voyages 
pittoresques et romantiques dans l'ancienne France) ɭ ɤɨʁɢɦɚ ɫɟ ɫ 
ʂɭɩɤɨɲʄɭ, ɦɚɲɬɨɦ ɢ ɩɨɟɬɢɱɧɨɲʄɭ ɧɚɞɦɟʄɭ Ɍɟʁɥɨɪɨɜɚ ɨɥɨɜɤɚ ɢ 
ɩɟɪɨ ɒɚɪɥɚ ɇɨɞɢʁɟɚ“ (Hugo, 2006:49). ɋɭɞɟʄɢ ɩɨ ɛɪɨʁɭ ɪɚɡɨɪɟɧɢɯ 
ɫɩɨɦɟɧɢɤɚ (ɞɜɨɪɚɰɚ, ɤɭɥɚ, ɪɨɦɚɧɢɱɤɢɯ ɢ ɝɨɬɢɱɤɢɯ ɰɪɤɚɜɚ, 
ɤɚɬɟɞɪɚɥɚ ɢ ɫɚɦɨɫɬɚɧɚ) ɤɨʁɟ ɂɝɨ ɩɪɟɰɢɡɧɨ ɨɩɢɫɭʁɟ ɭ ɟɫɟʁɭ (ɦɟɻɭ 
ɤɨʁɢɦɚ ɫɭ ɢ ɤɭɥɚ Ʌɭʁɚ ɉɪɟɤɨɦɨɪɫɤɨɝ ɭ Ʌɚɨɧɭ ɢ ɫɩɨɦɟɧɢɰɢ 
ɉɚɪɢɡɚ), ɭ Ɏɪɚɧɰɭɫɤɨʁ ɧɢʁɟ ɩɨɫɬɨʁɚɨ ɧɢʁɟɞɚɧ ɝɪɚɞ ɭ ɤɨʁɟɦ 
ɰɟɧɬɪɚɥɧɟ ɢ ɥɨɤɚɥɧɟ ɜɥɚɫɬɢ, ɢɥɢ ɩɨʁɟɞɢɧɰɢ ɭɡ ʃɢɯɨɜɨ ɨɞɨɛɪɟʃɟ, 
ȿɬɨ ɲɬɚ ʁɟ ɰɢɜɢɥɢɡɚɰɢʁɚ ɭɱɢɧɢɥɚ ɜɚɪɜɚɪɫɬɜɭ 
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ɧɢɫɭ ɫɪɭɲɢɥɢ ɧɟɤɢ ɢɫɬɨɪɢʁɫɤɢ ɫɩɨɦɟɧɢɤ, ɨ ɱɟɦɭ ɂɝɨ ɭ Ɋɚɬ 
ɪɭɲɢɬɟʂɢɦɚ (1832) ɤɚɠɟ: „ɋɜɚɤɨɝ ɞɚɧɚ ɧɟɤɨ ɫɬɚɪɨ ɫɟʄɚʃɟ ɧɚ 
Ɏɪɚɧɰɭɫɤɭ ɨɞɥɚɡɢ ɫ ɤɚɦɟɧɨɦ ɧɚ ɤɨʁɟɦ ʁɟ ɛɢɥɨ ɡɚɩɢɫɚɧɨ... 
ȼɚɧɞɚɥɢɡɚɦ ɢɦɚ ɫɜɨʁɟ ɧɨɜɢɧɟ, ɫɜɨʁɚ ɞɪɭɲɬɜɚ, ɫɜɨʁɟ ɲɤɨɥɟ, ɫɜɨʁɟ 
ɤɚɬɟɞɪɟ, ɫɜɨʁɭ ɩɭɛɥɢɤɭ, ɫɜɨʁɟ ɩɨɛɭɞɟ. ɂɦɚ ɧɚ ɫɜɨʁɨʁ ɫɬɪɚɧɢ 
ɛɭɪɠɨɚɡɢʁɭ... ɀɟɥɟɥɢ ɛɢɫɦɨ ɢɡɛɪɢɫɚɬɢ ɫɜɟ ɢɡ ɧɚɲɟ ɢɫɬɨɪɢʁɟ. 
ɉɭɫɬɨɲɢɦɨ, ɩɪɟɬɜɚɪɚɦɨ ɭ ɩɪɚɯ, ɭɧɢɲɬɚɜɚɦɨ, ɪɭɲɢɦɨ ɜɨɻɟɧɢ 
ɧɚɰɢɨɧɚɥɧɢɦ ɢɞɟʁɚɦɚ... ȼɟʄ ɫɦɨ ɩɪɟ ɪɟɤɥɢ ɞɚ ɫɭ ɨɜɢ ɫɩɨɦɟɧɢɰɢ 
ɤɚɩɢɬɚɥ. Ɇɧɨɝɢ ɦɟɻɭ ʃɢɦɚ, ɱɢʁɚ ɫɥɚɜɚ ɩɪɢɜɥɚɱɢ ɛɨɝɚɬɟ ɫɬɪɚɧɰɟ ɭ 
Ɏɪɚɧɰɭɫɤɭ, ɞɨɧɨɫɟ ɡɟɦʂɢ ɩɭɧɨ ɜɢɲɟ ɧɟɝɨ ɲɬɨ ɫɭ ɤɨɲɬɚɥɢ. 
Ɋɭɲɟʃɟɦ ɛɢɫɦɨ ɡɟɦʂɭ ɥɢɲɢɥɢ ɩɪɢɯɨɞɚ...“ (ɜ. Hugo, 2006:54, 63-
65). ɂɝɨ ɧɚ ɤɪɚʁɭ ɨɜɨɝ ɟɫɟʁɚ (1932) ɩɨɡɢɜɚ ɧɚ ɚɤɬɢɜɚɧ ɧɚɞɡɨɪ 
ɫɩɨɦɟɧɢɤɚ, ɤɚɨ ɢ ɞɨɧɨɲɟʃɟ ɡɚɤɨɧɚ ɩɪɨɬɢɜ ɜɚɧɞɚɥɢɡɦɚ: „...Ɂɚɤɨɧɢ 
ɫɟ ɞɨɧɨɫɟ ɨ ɫɜɟɦɭ, ɡɚ ɫɜɟ, ɩɪɨɬɢɜ ɫɜɟɝɚ, ɩɨɜɨɞɨɦ ɫɜɟɝɚ. Ɂɚɤɨɧ ɫɟ 
ɞɨɧɨɫɢ ɢ ɡɚ ɩɪɟɧɨɫ ɤɭɬɢʁɚ ɧɟɤɨɝ ɦɢɧɢɫɬɚɪɫɬɜɚ ɫ ʁɟɞɧɟ ɫɬɪɚɧɟ 
ɭɥɢɰɟ Ƚɪɟɧɟɥ ɧɚ ɞɪɭɝɭ. Ⱥ ɡɚ ɡɚɤɨɧ ɡɚ ɫɩɨɦɟɧɢɤɟ, ɡɚɤɨɧ ɡɚ 
ɭɦɟɬɧɨɫɬ, ɡɚɤɨɧ ɡɚ ɮɪɚɧɰɭɫɤɢ ɧɚɪɨɞ, ɡɚɤɨɧ ɡɚ ɫɟʄɚʃɚ, ɡɚɤɨɧ ɡɚ 
ɤɚɬɟɞɪɚɥɟ, ɡɚɤɨɧ ɡɚ ɧɚʁɜɟʄɟ ɩɥɨɞɨɜɟ ʂɭɞɫɤɨɝ ɭɦɚ, ɡɚɤɨɧ ɡɚ 
ɤɨɥɟɤɬɢɜɧɨ ɞɟɥɨ ɧɚɲɢɯ ɨɱɟɜɚ, ɡɚɤɨɧ ɡɚ ɩɨɜɟɫɬ, ɡɚɤɨɧ ɡɚ ɨɧɨ ɲɬɨ 
ɫɦɨ ɧɟɩɨɜɪɚɬɧɨ ɭɧɢɲɬɢɥɢ, ɡɚɤɨɧ ɡɚ ɨɧɨ ɲɬɨ ʁɟ ʁɟɞɧɨɦ ɧɚɪɨɞɭ 
ɧɚɤɨɧ ɛɭɞɭʄɧɨɫɬɢ ɧɚʁɫɜɟɬɢʁɟ, ɡɚɤɨɧ ɡɚ ɩɪɨɲɥɨɫɬ, ɭɩɪɚɜɨ ɬɚʁ ɡɚɤɨɧ, 
ɞɨɛɚɪ, ɨɞɥɢɱɚɧ, ɫɜɟɬ, ɤɨɪɢɫɬɚɧ, ɧɟɨɩɯɨɞɚɧ, ɧɭɠɚɧ, ɯɢɬɚɧ, ɧɟɦɚɦɨ 
ɜɪɟɦɟɧɚ, ʃɟɝɚ ɧɟʄɟɦɨ ɧɚɩɢɫɚɬɢ!“ (Hugo, 2006:69). 
 
ȼɢɤɬɨɪ ɂɝɨ ɢ ɩɭɫɬɨɲɟʃɟ Ʌɟɬʃɟ ɩɚɥɚɬɟ ɭ ɉɟɤɢɧɝɭ (1860) 
 
ɋɚɫɜɢɦ ʁɟ ɥɨɝɢɱɧɨ ɲɬɨ ɫɟ ȼɢɤɬɨɪ ɂɝɨ, ɤɚɨ ɛɨɪɚɰ ɡɚ 
ɡɚɲɬɢɬɭ ɭɦɟɬɧɢɱɤɢɯ ɫɬɚɪɢɧɚ, ɧɚɤɨɧ ɩɭɫɬɨɲɟʃɚ ɢ ɩʂɚɱɤɟ Ʌɟɬʃɟ 
ɩɚɥɚɬɟ ɭ ɉɟɤɢɧɝɭ, 6. ɨɤɬɨɛɪɚ 1860. ɝɨɞɢɧɟ oɞ ɫɬɪɚɧɟ ɮɪɚɧɰɭɫɤɢɯ ɢ 
ɛɪɢɬɚɧɫɤɢɯ ɬɪɭɩɚ, ɡɚ ɜɪɟɦɟ Ⱦɪɭɝɨɝ ɨɩɢʁɭɦɫɤɨɝ ɪɚɬɚ, „ɫɬɚɜɢɨ ɧɚ 
ɫɬɪɚɧɭ ɰɢɜɢɥɢɡɨɜɚɧɢɯ, Ʉɢɧɟɡɚ, ɩɪɨɬɢɜ ɜɚɪɜɚɪɚ, ɢɚɤɨ ʁɟ ɨɜɨ 
'ɫɜɟɬɫɤɨ ɱɭɞɨ' ɩɨɡɧɚɜɚɨ ɫɚɦɨ ɢɡ ɩɪɢɱɚ ɩɭɬɧɢɤɚ“ (Hugo, 2004:18). 
Ɉɧ ʄɟ ɫɜɨʁɟ ɦɢɲʂɟʃɟ ɨ ɩɨɯɨɞɭ ɧɚ Ʉɢɧɭ, ɩɨɤɪɟɧɭɬɨɦ ɩɨɞ 
ɡɚɫɬɚɜɚɦɚ ɤɪɚʂɢɰɟ ȼɢɤɬɨɪɢʁɟ ɢ ɰɚɪɚ ɇɚɩɨɥɟɨɧɚ, ɨɛʁɚɜɢɬɢ ɭ ɉɢɫɦɭ 
ɤɚɩɟɬɚɧɭ Ȼɚɬɥɟɪɭ, ɧɚɩɢɫɚɧɨɦ ɭ Ɉɬɜɢɥ ɏɚɭɫɭ, 25. ɧɨɜɟɦɛɪɚ 1861. 
ɝɨɞɢɧɟ ɢ ɩɭɛɥɢɤɨɜɚɧɨɦ ɩɟɬɧɚɟɫɬ ɝɨɞɢɧɚ ɧɚɤɨɧ ɩɭɫɬɨɲɟʃɚ Ʌɟɬʃɟ 
ɈɊɂȽɂɇȺɅɇɂ ɇȺɍɑɇɂ ɊȺȾɈȼɂ 
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ɩɚɥɚɬɟ (Actes et Paroles, tome II, Pendant l'Exil I, 1853-1861, Paris, 
1875) (Hugo, 2004; Zenghou, 2011). 
ȼɢɤɬɨɪ ɂɝɨ ʄɟ Ʌɟɬʃɭ ɩɚɥɚɬɭ ɭ ɉɟɤɢɧɝɭ ɜɢɞɟɬɢ ɤɚɨ 
„ɯɢɦɟɪɢɱɧɭ ɭɦɟɬɧɨɫɬ, ɨɧɨ ɲɬɨ ʁɟ ɉɚɪɬɟɧɨɧ ɡɚ ɭɦɟɬɧɨɫɬ ɢɞɟʁɚ. ɋɜɟ 
ɲɬɨ ɦɨɠɟ ɞɚ ɢɡɪɨɞɢ ɝɨɬɨɜɨ ɧɚɞʂɭɞɫɤɚ ɦɚɲɬɚ ʁɟɞɧɨɝ ɧɚɪɨɞɚ 
ɧɚɥɚɡɢɥɨ ɫɟ ɬɚɦɨ. Ɍɨ ɧɢʁɟ ɛɢɥɨ, ɤɚɨ ɉɚɪɬɟɧɨɧ, ʁɟɞɧɨ ɪɟɬɤɨ ɢ 
ʁɟɞɢɧɫɬɜɟɧɨ ɞɟɥɨ; ɛɢɥɚ ʁɟ ɬɨ ɧɟɤɚ ɜɪɫɬɚ ɨɝɪɨɦɧɨɝ ɩɪɢɦɟɪɚ ɯɢɦɟɪɟ, 
ɚɤɨ ɯɢɦɟɪɚ ɦɨɠɟ ɢɦɚɬɢ ɩɪɢɦɟɪ... ɍɦɟɬɧɢɰɢ, ɩɟɫɧɢɰɢ, ɮɢɥɨɡɨɮɢ, 
ɩɨɡɧɚɜɚɥɢ ɫɭ Ʌɟɬʃɭ ɩɚɥɚɬɭ; ȼɨɥɬɟɪ ɝɨɜɨɪɢ ɨ ʃɨʁ. Ƚɨɜɨɪɢɥɢ ɫɭ: 
ɉɚɪɬɟɧɨɧ ɭ Ƚɪɱɤɨʁ, ɩɢɪɚɦɢɞɟ ɭ ȿɝɢɩɬɭ, Ʉɨɥɨɫɟɭɦ ɭ Ɋɢɦɭ, ɇɨɬɪ 
Ⱦɚɦ ɭ ɉɚɪɢɡɭ, Ʌɟɬʃɚ ɩɚɥɚɬɚ ɧɚ ɂɫɬɨɤɭ. Ⱥɤɨ ʁɟ ɧɢɫɭ ɜɢɞɟɥɢ, 
ɫɚʃɚɥɢ ɛɢ ʁɟ. Ȼɢɥɚ ʁɟ ɧɟɤɚ ɜɪɫɬɚ ɡɚɫɬɪɚɲɭʁɭʄɟɝ ɧɟɩɨɡɧɚɬɨɝ ɪɟɦɟɤ-
ɞɟɥɚ ɤɨʁɟ ɫɟ ɧɚɡɢɪɟ ɭ ɞɚʂɢɧɢ ɭ ɧɟɤɚɤɜɨɦ ɫɭɬɨɧɭ, ɤɚɨ ɫɢɥɭɟɬɚ 
ɚɡɢʁɫɤɟ ɰɢɜɢɥɢɡɚɰɢʁɟ ɧɚ ɯɨɪɢɡɨɧɬɭ ɰɢɜɢɥɢɡɚɰɢʁɟ ȿɜɪɨɩɟ...“ (Hugo, 
2004:18). 
Ʌɟɬʃɚ ɩɚɥɚɬɚ ɧɟɫɬɚɥɚ je 6. ɨɤɬɨɛɪɚ 1860. ɝɨɞɢɧɟ, ɧɚɤɨɧ ɲɬɨ 
ɫɭ ʁɟ ɡɚʁɟɞɧɨ ɨɩʂɚɱɤɚɥɟ ɢ ɫɩɚɥɢɥɟ ɮɪɚɧɰɭɫɤɟ ɢ ɟɧɝɥɟɫɤɟ ɬɪɭɩɟ, ɭ 
ɲɬɚ ʁɟ, ɩɪɟɦɚ ɩɢɫɚʃɭ ɂɝɨɚ (Hugo, 2004:18) ɛɢɥɨ ɭɦɟɲɚɧɨ ɢ ɢɦɟ 
ɥɨɪɞɚ ȿɥʇɢɧɚ. ɍ ɉɢɫɦɭ ɤɚɩɟɬɚɧɭ Ȼɚɬɥɟɪɭ ȼɢɤɬɨɪ ɂɝɨ (Hugo, 
2004:18) ɞɚʂɟ ɤɚɠɟ: „Ɉɧɨ ɲɬɨ ʁɟ ɭɱɢʃɟɧɨ ɧɚ ɉɚɪɬɟɧɨɧɭ, ɭɱɢʃɟɧɨ 
ʁɟ ɢ ɭ Ʌɟɬʃɨʁ ɩɚɥɚɬɢ, ɩɨɬɩɭɧɢʁɟ ɢ ɛɨʂɟ, ɬɚɤɨ ɞɚ ɧɢɲɬɚ ɧɟ ɨɫɬɚɧɟ. 
ɋɜɟ ɪɢɡɧɢɰɟ ɫɜɢɯ ɧɚɲɢɯ ɤɚɬɟɞɪɚɥɚ ɡɚʁɟɞɧɨ ɧɟ ɛɢ ɫɟ ɢɡʁɟɞɧɚɱɢɥɟ ɫ 
ɬɢɦ ɪɚɫɤɨɲɧɢɦ ɢ ɜɟɥɢɱɚɧɫɬɜɟɧɢɦ ɦɭɡɟʁɟɦ ɢɫɬɨɤɚ. ɇɢʁɟ ɬɭ ɛɢɥɨ 
ɫɚɦɨ ɭɦɟɬɧɢɱɤɢɯ ɪɟɦɟɤ-ɞɟɥɚ, ɛɢɥɚ ʁɟ ɬɭ ɢ ɝɨɦɢɥɚ ɧɚɤɢɬɚ. ȼɟɥɢɤɢ 
ɩɨɞɭɯɜɚɬ, ɫ ɜɟɥɢɤɢɦ ɞɨɛɢɬɤɨɦ. ȳɟɞɚɧ ɨɞ ɩɨɛɟɞɧɢɤɚ ʁɟ ɧɚɩɭɧɢɨ 
ʇɟɩɨɜɟ, ɚ ɜɢɞɟʄɢ ɬɨ, ɞɪɭɝɢ ʁɟ ɧɚɩɭɧɢɨ ɫɚɧɞɭɤɟ; ɢ ɜɪɚɬɢɥɢ ɫɭ ɫɟ ɭ 
ȿɜɪɨɩɭ, ɪɭɤɭ ɩɨɞ ɪɭɤɭ, ɫɦɟʁɭʄɢ ɫɟ. Ɍɨ ʁɟ ɩɪɢɱɚ ɨ ɞɜɚ ɪɚɡɛɨʁɧɢɤɚ. 
Ɇɢ, ȿɜɪɨɩʂɚɧɢ, ɦɢ ɫɦɨ ɰɢɜɢɥɢɡɨɜɚɧɢ, ɚ ɡɚ ɧɚɫ ɫɭ Ʉɢɧɟɡɢ 
ɜɚɪɜɚɪɢ. ȿɬɨ ɲɬɚ ʁɟ ɰɢɜɢɥɢɡɚɰɢʁɚ ɭɱɢɧɢɥɚ ɜɚɪɜɚɪɫɬɜɭ...”. 
ɍ ɮɟɛɪɭɚɪɭ 2009. ɝɨɞɢɧɟ, ɭ ɚɭɤɰɢʁɫɤɨʁ ɤɭʄɢ „Ʉɪɢɫɬɢ“ 
ɩɨɧɭɻɟɧɚ ʁɟ ɧɚ ɩɪɨɞɚʁɭ ɤɨɥɟɤɰɢʁɚ ɉʁɟɪɚ Ȼɟɪɠɟɚ ɢ ɂɜ ɋɟɧ Ʌɨɪɚɧɚ, 
ɭ ɨɤɜɢɪɭ ɤɨʁɟ ɫɭ ɫɟ ɧɚɥɚɡɢɥɟ ɢ ɞɜɟ ɤɢɧɟɫɤɟ ɛɪɨɧɡɟ í ɝɥɚɜɟ ɩɚɰɨɜɚ 
ɢ ɡɟɰɚ, ɱɢʁɚ ɩɪɨɞɚʁɚ ʁɟ ɫɩɪɟɱɟɧɚ ɡɛɨɝ, ɤɚɤɨ ʁɟ ɭɫɬɚɧɨɜʂɟɧɨ, ʃɢɯɨɜɟ 
ɧɟɥɟɝɚɥɧɟ ɩɪɨɜɟɧɢʁɟɧɰɢʁɟ. Ʉɢɧɚ ʁɟ ɡɚɬɪɚɠɢɥɚ ɪɟɫɬɢɬɭɰɢʁɭ ɨɜɢɯ 
ɛɪɨɧɡɢ ɩɨɲɬɨ ɫɭ ɩɨɬɢɰɚɥɟ ɢɡ Ʌɟɬʃɟ ɩɚɥɚɬɟ ɭ ɉɟɤɢɧɝɭ. Ⱦɜɟ 
ɛɪɨɧɡɚɧɟ ɝɥɚɜɟ ɞɟɨ ɫɭ ɰɟɥɢɧɟ ɨɞ ɞɜɚɧɚɟɫɬ ɝɥɚɜɚ ɫɚ ɩɪɟɞɫɬɚɜɚɦɚ 
ȿɬɨ ɲɬɚ ʁɟ ɰɢɜɢɥɢɡɚɰɢʁɚ ɭɱɢɧɢɥɚ ɜɚɪɜɚɪɫɬɜɭ 
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ɠɢɜɨɬɢʃɚ ɢɡ ɤɢɧɟɫɤɨɝ ɯɨɪɨɫɤɨɩɚ ɢ ɤɪɚɫɢɥɟ ɫɭ ɮɨɧɬɚɧɭ ɭ ɨɤɜɢɪɭ 
Ʌɟɬʃɟ ɩɚɥɚɬɟ ɭ ɉɟɤɢɧɝɭ, ɪɚɻɟɧɟ ɩɪɟɦɚ ɰɪɬɟɠɢɦɚ ɮɪɚɧɰɭɫɤɨɝ 
ʁɟɡɭɢɬɟ Ɇɢɲɟɥɚ Ȼɟɧɨɚ ɭ XVIII ɜɟɤɭ. ɉʁɟɪ Ȼɟɪɠɟ ʁɟ ɭ ɡɚɦɟɧɭ ɡɚ 
ɪɟɫɬɢɬɭɰɢʁɭ ɞɜɟ ɛɪɨɧɡɟ, ɨɞ Ʉɢɧɟ ɬɪɚɠɢɨ ɩɨɲɬɨɜɚʃɟ ʂɭɞɫɤɢɯ 
ɩɪɚɜɚ ɢ ɨɫɥɨɛɨɻɟʃɟ Ɍɢɛɟɬɚ (Desnos, 2009). ɉɨɫɥɟ ɫɥɨɠɟɧɟ 
ɩɪɨɰɟɞɭɪɟ ɤɨʁɚ ʁɟ ɢɦɚɥɚ ɜɟɥɢɤɢ ɨɞʁɟɤ ɭ ɦɟɞɢʁɢɦɚ, ɛɪɨɧɡɚɧɟ ɫɬɚɬɭɟ 
ɤɨʁɟ ɩɨɬɢɱɭ ɢɡ Ʌɟɬʃɟ ɩɚɥɚɬɟ ɭ ɉɟɤɢɧɝɭ ɫɭ 2013. ɝɨɞɢɧɟ 
ɪɟɫɬɢɬɭɢɫɚɧɟ Ʉɢɧɢ. 
 
Ɂɚɤʂɭɱɚɤ 
 
ɂɫɬɨɪɢʁɚ ɤɪɚɻɚ ɭɦɟɬɧɢɱɤɢɯ ɞɟɥɚ ɢ ɚɧɬɢɤɜɢɬɟɬɚ ɩɨɤɚɡɭʁɟ ɞɚ 
ʁɟ ɩɢɬɚʃɟ ɩɪɢɫɜɚʁɚʃɚ ɭɦɟɬɧɢɱɤɢɯ ɞɟɥɚ ɢ ʃɢɯɨɜɟ ɪɟɫɬɢɬɭɰɢʁɟ 
ɩɪɢɫɭɬɧɨ ɨɞ ɩɟɪɢɨɞɚ ɚɧɬɢɤɟ, ɭ ɤɨʁɟɦ ɫɭ ɧɚʁɩɨɡɧɚɬɢʁɢ ɫɥɭɱɚʁɟɜɢ 
ɪɢɦɫɤɢɯ ɩʂɚɱɤɢ ɞɟɥɚ ɝɪɱɤɟ ɭɦɟɬɧɨɫɬɢ ɢɡɜɪɲɟɧɢ ɩɪɢɥɢɤɨɦ 
ɨɫɜɚʁɚʃɚ ɋɢɪɚɤɭɡɟ (212. ɝɨɞɢɧɟ ɩ. ɧ. ɟ.), Ⱥɦɛɪɚɤɢʁɟ (189. ɝɨɞɢɧɟ ɩ. 
ɧ. ɟ.), ɤɚɨ ɢ ɨɫɜɚʁɚʃɚ Ʉɨɪɢɧɬɚ (146. ɝɨɞɢɧɟ ɩ. ɧ. ɟ.). ɐɢɰɟɪɨɧ ʁɟ 
ɡɚɬɨ ɩʂɚɱɤɟ ɝɪɱɤɢɯ ɫɜɟɬɢɥɢɲɬɚ ɫɦɚɬɪɚɨ ɧɚʁɜɟʄɨɦ ɧɟɫɪɟʄɨɦ Ƚɪɤɚ. 
Ⱦɨɤ ɭ ɫɜɨɦ ɝɨɜɨɪɭ ɩɪɨɬɢɜ Ƚɚʁɚ ȼɟɪɚ (ɤɨʁɢ ɫɟ ɫɦɚɬɪɚ ɩɪɨɬɨɬɢɩɨɦ 
ɤɪɚɞʂɢɜɰɚ ɭɦɟɬɧɢɧɚ) ɞɟɬɚʂɧɨ ɨɩɢɫɭʁɟ ɩɪɢɫɜɚʁɚʃɟ ɢ ɪɟɫɬɢɬɭɰɢʁɭ 
ɫɬɚɬɭɟ Ⱦɢʁɚɧɟ ɝɪɚɻɚɧɢɦɚ ɋɟɝɟɫɬɟ, ɤɨʁɭ ɫɭ ɫɚ ɞɪɭɝɢɦ ɭɦɟɬɧɢɱɤɢɦ 
ɞɟɥɢɦɚ ɨɞ ɝɪɚɻɚɧɚ ɋɢɰɢɥɢʁɟ ɩɪɢɫɜɨʁɢɥɢ Ʉɚɪɬɚɝɢʃɚɧɢ ɬɨɤɨɦ 
ɉɪɜɨɝ ɩɭɧɫɤɨɝ ɪɚɬɚ, ɚ ɩɨɬɨɦ ɪɟɫɬɢɬɭɢɫɚɥɢ Ɋɢɦʂɚɧɢ, ɨɧ ɫɬɜɚɪɚ 
ɦɨɞɟɥ ɩɨ ɤɨʁɟɦ ʄɟ ɫɟ ɨɧɟ ɨɞɜɢʁɚɬɢ ɭ ɛɭɞɭʄɨʁ ɢɫɬɨɪɢʁɢ. Ɋɟɱ ʁɟ 
ɦɨɞɟɥɭ ɭ ɤɨʁɟɦ ʄɟ ɭɜɟɤ ɛɢɬɢ ɩɪɢɫɭɬɧɢ ɫɥɟɞɟʄɢ ɟɥɟɦɟɧɬɢ – 
ɭɦɟɬɧɢɱɤɚ ɞɟɥɚ (ɫɬɚɬɭɭ Ⱦɢʁɚɧɟ ɐɢɰɟɪɨɧ ɨɩɢɫɭʁɟ ɤɚɨ ʁɟɞɢɧɫɬɜɟɧɭ ɢ 
ɫɚɜɪɲɟɧɭ ɭɦɟɬɧɨɫɬ) ɭ ɱɢʁɨʁ ɥɟɩɨɬɢ ɭɠɢɜɚʁɭ ɫɜɢ ɝɪɚɻɚɧɢ; 
ɧɟɩɪɢʁɚɬɟʂ (ɢɥɢ ɩɨɛɟɞɧɢɤ) ɤɨʁɢ ɢɦ ɫɟ ɬɚɤɨɻɟ ɞɢɜɢ ɢ ɤɨʁɢ ɢɯ 
ɩɪɢɫɜɚʁɚ; ɝɪɚɻɚɧɢ ɥɢɲɟɧɢ ɫɢɦɛɨɥɚ ɫɜɨɝ ɢɞɟɧɬɢɬɟɬɚ (ɤɨɞ ɤɨʁɢɯ 
„ɩɪɚɡɧɢ ɩɢʁɟɞɟɫɬɚɥɢ“ ɢɡɚɡɢɜɚʁɭ ɟɦɨɰɢʁɟ ɝɭɛɢɬɤɚ), ɢ ɧɚ ɤɪɚʁɭ, 
ɚɬɦɨɫɮɟɪɚ ɨɩɲɬɟ ɪɚɞɨɫɬɢ ɢ ɛɥɚɝɨɞɚɪɧɨɫɬɢ ɤɚɞɚ ɞɨ ɪɟɫɬɢɬɭɰɢʁɟ 
ɞɨɻɟ (ɩɚ ɦɚɤɚɪ ɨɧɚ ɛɢɥɚ ɢɫɤɨɪɢɲʄɟɧɚ ɢ ɭ ɩɨɥɢɬɢɱɤɟ ɫɜɪɯɟ ɨɞ 
ɫɬɪɚɧɟ ɤɨɥɨɧɢɡɚɬɨɪɚ). Ɍɨɤɨɦ ɇɚɩɨɥɟɨɧɨɜɢɯ ɩɨɯɨɞɚ, ɩɚɩɚ ɉɢʁɟ VI 
ɞɚɨ ʁɟ Ɏɪɚɧɰɭɫɤɨʁ ɛɪɨʁɧɚ ɪɟɦɟɤ-ɞɟɥɚ ɞɚ ɛɢ ɢɡɛɟɝɚɨ ɪɚɬ, ɚɥɢ ɬɟɤ 
ɩɨɫɥɟ ɩɨɬɩɢɫɢɜɚʃɚ Ɍɨɥɟɧɬɢɧɫɤɨɝ ɦɢɪɚ (1797), ɩɨɲɬɨ ʁɟ 
ɈɊɂȽɂɇȺɅɇɂ ɇȺɍɑɇɂ ɊȺȾɈȼɂ 
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ɩɪɟɦɟɲɬɚʃɟ ɫɥɢɤɚ ɤɨʁɟ ʁɟ ɩɚɩɚ ɨɛɟʄɚɨ ɛɢɥɨ ɫɩɪɟɱɟɧɨ, ʁɟɪ ʁɟ 
ɩɨɛɭɞɢɥɨ ɟɦɨɰɢʁɟ ɪɢɦɫɤɨɝ ɧɚɪɨɞɚ. 
ɉɪɢɥɢɤɨɦ ɩɪɜɟ ɭ ɢɫɬɨɪɢʁɢ ɪɟɫɬɢɬɭɰɢʁɟ ɭɦɟɬɧɢɱɤɢɯ ɞɟɥɚ 
1815. ɝɨɞɢɧɟ, ɤɨʁɚ ʁɟ ɨɛɟɥɟɠɢɥɚ ɤɪɚʁ ɇɚɩɨɥɟɨɧɨɜɢɯ ɨɫɜɚʁɚʃɚ, 
ɛɪɨʁɧɟ ɟɜɪɨɩɫɤɟ ɡɟɦʂɟ, ɩɨɩɭɬ ɇɟɦɚɱɤɟ, Ⱥɭɫɬɪɢʁɟ, Ȼɟɥɝɢʁɟ, 
ɏɨɥɚɧɞɢʁɟ, ɂɬɚɥɢʁɟ ɢ ɒɩɚɧɢʁɟ, ɬɪɚɠɢɥɟ ɫɭ ɨɞ Ɏɪɚɧɰɭɫɤɟ ɩɨɜɪɚʄɚʁ 
ɤɨɧɮɢɫɤɨɜɚɧɢɯ ɭɦɟɬɧɢɱɤɢɯ ɞɟɥɚ, ɢɡɥɨɠɟɧɢɯ ɭ ʃɟɧɢɦ 
ɧɚɰɢɨɧɚɥɧɢɦ ɤɨɥɟɤɰɢʁɚɦɚ. Ɍɚɞɚ ɫɭ ɭ ɇɚɩɨɥɟɨɧɨɜɨɦ ɦɭɡɟʁɭ ɨɫɬɚɥɟ 
ɫɚɦɨ ɫɥɢɤɟ ɢ ɫɤɭɥɩɬɭɪɟ ɤɨʁɟ ɧɢɫɭ ɪɟɫɬɢɬɭɢɫɚɧɟ ɡɛɨɝ ɜɢɫɨɤɢɯ 
ɬɪɨɲɤɨɜɚ ɬɪɚɧɫɩɨɪɬɚ, ɲɬɨ ʁɟ ɛɢɨ ɫɥɭɱɚʁ ɫɚ ɑɢɦɚɛɭɟɜɨɦ „Ɇɚɞɨɧɨɦ 
ɧɚ ɩɪɟɫɬɨɥɭ“ (Maestà), ɤɨʁɭ ʁɟ ɬɨɫɤɚɧɫɤɢ ɜɨʁɜɨɞɚ ɨɫɬɚɜɢɨ Ʌɭɜɪɭ, 
ɢɥɢ ȼɟɪɨɧɟɡɟɨɜɨɦ „ɋɜɚɞɛɨɦ ɭ Ʉɚɧɢ“ ɤɨʁɚ ʁɟ ɬɨɤɨɦ ɇɚɩɨɥɟɨɧɨɜɢɯ 
ɩɨɯɨɞɚ ɩɨ ɂɬɚɥɢʁɢ, ɤɚɨ ɪɚɬɧɢ ɩɥɟɧ, ɬɪɚɧɫɩɨɪɬɨɜɚɧɚ ɢɡ ȼɟɧɟɰɢʁɟ ɭ 
ɉɚɪɢɡ 1797. ɝɨɞɢɧɟ. Ɍɨɤɨɦ ɨɜɨɝ ɬɚɥɚɫɚ ɪɟɫɬɢɬɭɰɢʁɟ, ɛɚɡɢɥɢɰɢ 
ɋɜɟɬɨɝ Ɇɚɪɤɚ ɭ ȼɟɧɟɰɢʁɢ ɜɪɚʄɟɧɢ ɫɭ ɛɪɨɧɡɚɧɢ ɤɨʃɢ (ɡɚɩɥɟʃɟɧɢ 
ɬɨɤɨɦ ɤɪɫɬɚɲɤɢɯ ɪɚɬɨɜɚ, ɲɬɨ ɬɚɤɨɻɟ ɩɨɤɪɟʄɟ ɛɟɡɛɪɨʁ ɩɢɬɚʃɚ), ɚ 
ɤɚɬɟɞɪɚɥɢ ɭ Ƚɚɧɭ ɰɟɧɬɪɚɥɧɢ ɩɚɧɟɥɢ ɩɨɥɢɩɬɢɯɚ „Ɇɢɫɬɢɱɧɨ ʁɚɝʃɟ“ 
ɛɪɚʄɟ ɜɚɧ Ⱥʁɤ. Ɂɧɚʁɭʄɢ ɡɚ ɫɥɭɱɚʁ Ɏɪɚɧɰɭɫɤɟ, ɛɪɢɬɚɧɫɤɚ ɜɥɚɞɚ ʁɟ 
ɩɚɪɬɟɧɨɧɫɤɟ ɫɤɭɥɩɬɭɪɟ ɨɞ ɥɨɪɞɚ ȿɥʇɢɧɚ ɤɭɩɢɥɚ ɭ ɮɨɪɦɢ 
„ɩɪɢɜɚɬɧɟ ɤɨɥɟɤɰɢʁɟ“, ɤɚɤɨ ɛɢ ɫɟ ɩɪɚɜɧɨ ɡɚɲɬɢɬɢɥɚ ɭ ɫɥɭɱɚʁɭ 
ɬɪɚɠɟʃɚ ɪɟɫɬɢɬɭɰɢʁɟ. ɋ ɞɪɭɝɟ ɫɬɪɚɧɟ, ɩɪɟɧɨɲɟʃɟ ɩɚɪɬɟɧɨɧɫɤɢɯ 
ɫɤɭɥɩɬɭɪɚ ɭ ȿɧɝɥɟɫɤɭ ɭɡɞɪɦɚɨ ʁɟ ɢɞɟɧɬɢɬɟɬ ɤɭɥɬɭɪɧɟ ɬɪɚɞɢɰɢʁɟ 
ɝɪɱɤɨɝ ɧɚɪɨɞɚ, ɩɨɲɬɨ ʁɟ ɪɟɱ ɨ ɫɩɨɦɟɧɢɤɭ í ɫɢɦɛɨɥɭ ɯɟɥɟɧɫɤɟ, 
ɟɜɪɨɩɫɤɟ ɢ ɫɜɟɬɫɤɟ ɰɢɜɢɥɢɡɚɰɢʁɟ. ɉɪɟɦɚ ɟɤɫɩɪɟɫɢʁɢ ȼɢɤɬɨɪɚ ɂɝɨɚ, 
ȿɥʇɢɧɨɜɨ ɢɦɟ ɢ ɞɚʂɟ ɢɦɚ „ɬɭ ɤɨɛ ɞɚ ɧɚɫ ɩɨɞɫɟʄɚ ɧɚ ɉɚɪɬɟɧɨɧ“. 
ɉɪɢɦɟɪ ɪɟɫɬɭɰɢʁɟ ɛɪɨɧɡɚɧɢɯ ɝɥɚɜɚ ɢɡ Ʌɟɬʃɟ ɩɚɥɚɬɟ ɭ ɉɟɤɢɧɝɭ 
(2013), 153 ɝɨɞɢɧɟ ɩɨɫɥɟ ɩʂɚɱɤɟ ɨ ɤɨʁɨʁ ɩɢɲɟ ɢ ȼɢɤɬɨɪ ɂɝɨ, 
ɩɨɤɚɡɭʁɟ ɞɚ ɫɥɨɠɟɧɨ ɩɢɬɚʃɟ ɩɨɜɪɚʄɚʁɚ ɧɟɥɟɝɚɥɧɨ ɩɪɢɫɜɨʁɟɧɢɯ 
ɭɦɟɬɧɢɱɤɢɯ ɞɟɥɚ ɢ ɚɧɬɢɤɜɢɬɟɬɚ ɭ ɡɟɦʂɟ ɩɨɪɟɤɥɚ ɧɢɤɚɞɚ ɧɟ 
ɡɚɫɬɚɪɟɜɚ. ȼɢɤɬɨɪ ɂɝɨ ʁɟ ɧɚ ɤɪɚʁɭ ɉɢɫɦɚ ɤɚɩɟɬɚɧɭ Ȼɚɬɥɟɪɭ (1861) 
ɢɡɪɚɡɢɨ ɧɚɞɭ „ɞɚ ʄɟ ɞɨʄɢ ɞɚɧ ɤɚɞɚ ʄɟ Ɏɪɚɧɰɭɫɤɚ, ɨɫɥɨɛɨɻɟɧɚ ɢ 
ɨɱɢɲʄɟɧɚ, ɜɪɚɬɢɬɢ ɨɜɚʁ ɩɥɟɧ ɨɩʂɚɱɤɚɧɨʁ Ʉɢɧɢ“. ɉɢɬɚʃɟ 
ɪɟɫɬɢɬɭɰɢʁɟ ɭɦɟɬɧɢɱɤɢɯ ɞɟɥɚ ɢ ɚɧɬɢɤɜɢɬɟɬɚ ɞɚɧɚɫ ʁɟ ɩɨɫɬɚɥɨ ʁɟɞɧɨ 
ɨɞ ɝɥɚɜɧɢɯ ɭ ɤɭɥɬɭɪɧɨʁ ɩɨɥɢɬɢɰɢ XXI ɜɟɤɚ, ɧɚ ɲɬɚ ɭɤɚɡɭʁɟ ʁɨɲ 
ɭɜɟɤ ɚɤɬɭɟɥɧɨ ɩɢɬɚʃɟ ɉɚɪɬɟɧɨɧɫɤɨɝ ɮɪɢɡɚ, ɤɨʁɟ ɢ ɞɚʂɟ 
ɫɭɩɪɨɬɫɬɚɜʂɚ Ƚɪɱɤɭ ɢ ȼɟɥɢɤɭ Ȼɪɢɬɚɧɢʁɭ, ɢɚɤɨ ʁɟ ɨɞ ɩɪɟɧɨɲɟʃɚ 
ȿɬɨ ɲɬɚ ʁɟ ɰɢɜɢɥɢɡɚɰɢʁɚ ɭɱɢɧɢɥɚ ɜɚɪɜɚɪɫɬɜɭ 
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ɩɚɪɬɟɧɨɧɫɤɢɯ ɮɪɢɡɨɜɚ ɩɪɨɲɥɨ ɜɢɲɟ ɨɞ ɞɜɚ ɜɟɤɚ, ɤɚɨ ɢ ɛɪɨʁɧɢ 
ɞɪɭɝɢ ɩɪɢɦɟɪɢ ɤɨʁɢ ɩɨɤɚɡɭʁɭ ɞɚ ɜɚɧɞɚɥɢɡɚɦ ɧɟ ɡɚɜɢɫɢ ɨɞ 
ɰɢɜɢɥɢɡɚɰɢʁɫɤɨɝ ɫɬɟɩɟɧɚ ɭɱɢɧɢɨɰɚ, ɨɞɧɨɫɧɨ ɞɚ ɫɭ ɭɦɟɬɧɢɱɤɚ ɞɟɥɚ 
ɩɪɢɫɜɚʁɚɥɢ ɢ ɭɧɢɲɬɚɜɚɥɢ ɢ „ɞɢɜʂɢ“ ɜɚɪɜɚɪɢ, ɚɥɢ ɢ 
ɜɢɫɨɤɨɪɚɡɜɢʁɟɧɢ ɧɚɪɨɞɢ. 
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Introduction 
 
During the period of antiquity, Roman conquerors acquired 
many works of art as spoils of war plundered from Greek sanctuaries 
and cities, as evidenced by the Roman writer Pliny the Elderly (Gaius 
Plinius Secundus, 23-79 AD) in his Natural History, in the passages 
dedicated to the history of art (published in 77 AD) (Bojic, 2011). 
According to Plutarch's Parallel Lives of the Noble Greeks and 
Romans (Marcelo, 21), the Roman military leader Marcus Claudius 
Marcellus enlarged his triumph with the Greek statues looted in 
Syracuse (212 BC), and used them to decorate the Roman squares 
(Plutarchus, 1988: 444445). After the conquest and devastation of the 
ancient city of Corinth (146 BC), Pliny the Elder in the Natural 
History (XXXV, 4) notes that the Roman military leader Lucius 
Mummius Achaicus placed the plundered vaults at auction, on which 
occasion Atallus, king of Pergamon, offered six thousand denars for 
one of Aristide's paintings. Surprised by the price, and having become 
aware of the value of the painting, he interrupted the auction and 
transferred the painting to the temple of the goddess Cerera, on which 
Pliny reports: "In my opinion, this was the first time that a foreign 
painting had been exhibited in a public place in Rome" (Bojic, 2011: 
86). After Sulla occupied Athens (86 BC), the city of ancient glory was 
exposed to the killings and plunders by the Roman army for several 
days (Sulla, 12-13) (Plutarchus, 1988a). Pliny the Elder also mentions 
some examples of restitution of works of art that had religious or other 
value to their place of origin (Bojic, 2011). 
The plundering of Greek works of art continued during 
peacetime, as evidenced by a well-known legal case of the litigation 
initiated in 70 BC by Cicero (Marcus Tullius Cicero) against Gaius 
Verres, governor to Sicily and the 'specialist for the plundering of 
artistic works in provinces', who will later become 'the prototype of an 
art thief' (Sauron, 2013: 44; Samardzic, 2017: 5458). When Cicero 
collected evidence and witnesses under the authority of the praetorian 
court, he pressed charges against Verres (70 BC), thus condemning all 
violence against culture. In the section dedicated to works of art in his 
paper "Against Verres" (in Verrem) Cicero (XXXIV, 74) writes that 
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the Roman military leader Scipio Africanus, after he had conquered 
Carthage, restored the Sicilian works of art to its citizens (including the 
statue of Diana from the city of Segesta) which had been plundered by 
the Carthaginians during the Third Punic War (in the 2nd Century BC) 
(Cicéron, 2015: 125). But when Gaius Verres, that plunderer of all 
sacred property, arrived to Sicily as praetor, he immediately ordered 
the magistrates to remove the statue of Diana from the pedestal, after 
which it was transferred to Rome with other works of art, which 
caused great turmoil among the citizens. The empty pedestal, which 
had been removed upon the order of Gaius Verres, was later returned 
by the citizens of Sicily to remind them of the Scipio Africanus and his 
restitution (Cicéron, 2015: 124127). 
In the later history, Napoleon's confiscations of the works of art 
throughout Europe and Egypt, which had the official support of the 
Convention (1794) and the Directory (1796), were carried out in the 
name of the ideas of enlightenment, and the leading role in them was 
played by the eminent art historian Dominique-Vivant Denon, who 
became the first director of the Louvre in 1802. (Houpt, 2006: 33; 
Samardzic, 2017: 6265). In a directive sent by the Directory to 
Napoleon from Paris, which calls for confiscations, it is said that "the 
time has come for the empire of art to be transferred to France in order 
to strengthen and adorn the empire of freedom" (Fire and Ozuf, 1996: 
124). Among the many masterpieces transferred to the Louvre in the 
period 1794-1811 were the sculptures of The Apollo Belvedere and The 
Laocoön Group from the Vatican, as well as the paintings by Raphael, 
Titian, Correggio, Rubens, Rembrandt and others. In the framework of 
Napoleon's contracts with Italian dukes, they were forced to hand over 
works of art in exchange for peace (Englund, 2008; Lubliner-Mattatia, 
2007). During the campaign in Egypt (1798-1801), Napoleon founded 
a special Commission of the Sciences and Arts consisting of 165 
scientists who were sent to Egypt to search for works of art and 
antiquities of interest for the Louvre, after which the Department of 
Egyptian Antiquities was founded in the Louvre (Houpt, 2006). It was 
only after the Battle of Waterloo (1815), which marked the end of 
Napoleon's wars, that the very first restitution of confiscated works of 
art to their countries of origin took place (Samardzic, 2017: 65). 
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Among the first to oppose the idea of looting works of arts 
from the context which they were created in, as well as generally the 
idea of the museumization of works of art, was the famous French 
archeologist and art theoretician Quatremère de Quincy. In Letters to 
General Miranda on the transfer of Italian art monuments (in 1796), he 
condemns Napoleon's confiscations, pointing out that the removal of 
antique and Renaissance works from their historical context 
depreciates their significance and that the acquisition of goods during 
wars is immoral (Spikic, 2006). 
 
Parthenon’s or Elgin’s sculptures 
 
In 1813, when an English traveler Federico Douglas was 
passing through Athens, he noted that he was surprised by the 
"boldness of that hand who dared to remove what Phidias had set up 
there, under the supervision of Pericles", referring to the Athenian 
sculptures taken from the Parthenon which have been at the British 
Museum in London since 1816 (Valavanidis, 2004: 30). Thomas 
Bruce, the seventh earl of Elgin, a British diplomat in Constantinople 
(in the Ottoman Empire, when Greece was under its authority), 
received from Sultan Selim III a ferman or a written permission that 
his artists (whose mission was to draw and produce the casts of 
Athenian monuments) can work without being disturbed at the 
Acropolis and bring the monuments to England (Babic, 2004: 27, 30). 
The first metopes were removed from the Parthenon in July 1801, 
while Lord Elgin, who supervised the work from Constantinople, 
arrived to Athens only in 1802 (Babic, 2008: 30). When the first boxes 
with metopes and statues arrived by ships to England in 1804, a debate 
about the justification of Elgin's activities had already been initiated. 
Babic (2004: 32) writes: "This is how a great debate was sparked, still 
aflame today, on whether the sculptures from the Parthenon had been 
saved from negligence and sure destruction, or looted without any right 
from the Greek people, due to the activities of the British ambassador 
and the decisions of the Ottoman authorities. The question can also be 
posed differently: whose heritage is the Parthenon frieze - European or, 
above all, Greek? "(Babic, 2008: 32). Under the influence of Byron's 
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attitude towards the Athenian Acropolis (in the poem "Childe Harold's 
Pilgrimage"), one part of the public became sceptical about Elgin's 
intention to protect and preserve the works of art, and his project was 
perceived as an illegal and immoral plunder (Babic, 2008: 32). 
According to Valavanidis (2004: 13), it was all about "political trade" 
in order to strengthen British-Turkish ties, because the sultan, in line 
with the political situation, had to be benevolent towards the British 
ambassador especially after the English victory over Napoleon.  
Valavanidis (2004) suggests that the idea of returning the 
Parthenon sculptures was born the very moment of their removal, as 
they represent a symbol of national identity and a proof of Greece's 
contribution to the world culture, as well as the violation of the unity 
of the cultural ensemble by plundering its parts. In this endeavor, 
support from international organizations and institutions, such as the 
United Nations and UNESCO, was sought. Great Britain, as a country 
and UNESCO member, on two occasions (1984 and 1985) refused to 
return the Parthenon sculptures to Greece (Valavanidis, 2004: 29). 
When, before the start of the Olympic Games in Athens (2004), Greek 
government once again demanded the return of the Parthenon friezes 
and other sculptures, the British Museum maintained that Parthenon 
marbles would never leave England, believing that they were not just 
one nation's treasure, that the British museum's collections were 
beyond the national boundaries and that the sculptures had been 
acquired in a regular and legal way (Valavanidis, 2004: 29). 
The idea of the right of every country to preserve one part of its 
heritage as an integral part of its cultural identity was contrary to the 
concept and mission of this world museum - to represent parts of all 
humanity, of all epochs and nations (Houpt, 2006: 28). Houpt (Houpt, 
2006: 28) writes that at the end of 2002, eighteen most important 
European and American museums supported the British Museum's 
standpoint by a joint declaration against the systematic restitution of 
the works of ancient civilizations to their countries of origin, because 
otherwise many museums would have been emptied out. 
On December 9, 2015 at the initiative of Greece and with the 
support of 74 countries, the UN General Assembly adopted a 
Resolution - Return or Restitution of Cultural Property to the Countries 
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of Origin (Resolution A/RES/70/76 - Return or Restitution of Cultural 
Property to the Countries of Origin), which encourages restitution or 
the return of cultural property to their countries of origin, as well as all 
efforts to protect the cultural heritage. In the seventh article of this 
Resolution, the declarations and recommendations from international 
forums regarding the return of cultural property were adopted, which 
also apply to Greece. This adoption is also significant with regards to 
the current events in the Middle East, where the monuments of the 
world's cultural heritage are exposed to permanent destruction 
(devastation), as well as with regards to the already established links 
between trade in cultural properties and financing terrorism 
(Résolution 70/76). The Resolution points out that for the countries of 
origin it is essential to ensure the return of their cultural property 
which are of spiritual, historical and cultural significance, and at the 
same time all initiatives (by countries, institutions or individuals) for 
the return of illegally appropriated cultural property to their countries 
of origin on a voluntary basis are supported (Résolution 70/76). 
The dismantling of the Parthenon friezes is considered to be the 
greatest act of vandalism ever performed during peacetime, while Lord 
Elgin, on the other hand, considered his gesture as a "service for the art 
of England" (Valavanidis, 2004: 16). In his book "The History of 
Vandalism", art historian Louis Reau (Réau, 1994: 12) suggests that 
the term "vandalism" refers not only to the destruction (devastation) of 
monuments for ideological reasons or caprice, the changes in their 
surroundings (public vandalism), their excessive restoration 
(restoration vandalism), but also the relocation of monuments from 
their original context - elginism. 
At the same time, in the fight against the international sales of 
materials from the ruins and old monuments of France, Victor Hugo in 
his essay "War on the Demolishers" (1832) wrote the following: "We 
are told that the English paid three hundred francs to buy the right to 
remove everything they want from the ruins of the beautiful Jumiéges 
Abbey. Thus, the desecrations of Lord Elgin have been repeated in our 
country, and we draw profit from it. The Turks used to sell Greek 
monuments; we are better than them - we sell our own" (Hugo, 2006: 
51-52). 
ȿɬɨ ɲɬɚ ʁɟ ɰɢɜɢɥɢɡɚɰɢʁɚ ɭɱɢɧɢɥɚ ɜɚɪɜɚɪɫɬɜɭ 
ȻȿɁȻȿȾɇɈɋɌ 3/2017 
 
72 
Victor Hugo í "War on the Demolishers" (1825 and 1832) 
 
After the July Revolution in France (1830), the writers of the 
epoch of Romanticism were the first to initiate the problem of the 
protection of historical monuments (Réau, 1994). According to Reau 
(Réau, 1994), Hugo's essay "War on the Demolishers", written in two 
versions (1825 and 1832, published in magazine Revue des deux 
monde), is a true declaration of "war on vandals" who aim to demolish 
medieval monuments of France. An important place in the essay was 
given to the idea of preserving the remains of the national history in 
the name of the representatives of science, art, taste and history, which 
shall be considered the first French manifest dedicated to the 
protection of historical monuments in the 19th century (Spikic, 2006). 
Hugo (Hugo, 2006: 52) writes: "There are two elements to every 
building - its usage and its beauty. Its usage belongs to the owner, its 
beauty to everyone; if the owner were to demolish it, this would 
exceed his own rights". 
In his writings on the protection of historical monuments, 
Hugo's critical tone led to "the changes in the perception of the Middle 
Ages" (Spikic, 2006: 21), according to which an intense interest was 
revived after the publication of Hugo's novel "Our Lady of Paris". His 
essay "War on the Demolishers" (1925) begins with the words: "If 
things continue to go this way, soon the only remaining national 
monument in France will be ”Scenic and romantic trips” (Voyages 
pittoresques et romantiques dans l'ancienne France) in which Taylor's 
pencil and Charles Nodier's pen compete with grace, imagination and 
poetics"(Hugo, 2006: 49). Judging by the number of destroyed 
monuments (castles, towers, Romanesque and Gothic churches, 
cathedrals and monasteries) which Hugo accurately describes in the 
essay (among which there are the tower of Louis D’Outremer at Laon 
and the monuments of Paris), there was not a city in France where 
central and local authorities or individuals, with their approval, had not 
brought down a historical monument, on which Hugo writes in the 
"War on the Demolishers" (1832) the following: "Every day, an old 
memory of France vanishes together with the stone on which it was 
written... Vandalism has its own newspapers, its societies, its schools, 
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its faculty departments, its audience, its initiatives. It has bourgeoisie 
on its side... We would like to erase everything from our history. We 
are devastating, turning into dust, destroying, demolishing guided by 
national ideas... We have already said that these monuments represent 
capital. Many of them, whose fame attracts wealthy foreigners to 
France, bring the country much more than they originally cost. By 
demolishing, we would deprive the country of revenues... "(Hugo, 
2006: 54, 63-65). At the end of the essay "War on the Demolishers" 
(1932), Hugo calls for active supervision of monuments, as well as the 
adoption of the law against vandalism: 
"... Laws are adopted about everything, for everyone, against 
everything, on everything. A law is also adopted to enable a transfer of 
boxes from some ministry on one side of Grenelle Street to the other. 
And for the Law on Monuments, the Law on Art, the Law for the 
French People, the Law on Remembrance, the Law on the Cathedrals, 
the Law on the Biggest Products of the Human Mind, the Law on the 
Collective Work of Our Fathers, the Law on History, the Law on What 
We Irreversibly Destroyed, The Law on What is the Most Sacred to 
People after the Future, the Law on the Past, this law, good, excellent, 
holy, useful, necessary, indispensable, urgent, we do not have time, we 
will not write it! "(Hugo, 2006: 69). 
 
Victor Hugo and the looting of The Summer Palace in Beijing 
(1860) 
 
It is quite logical that Victor Hugo, as a fighter for the 
protection of art antiquities, after the looting and plundering of the 
Summer Palace in Beijing on October 6, 1860 by the French and 
British troops during the Second Opium War "was on the side on the 
civilized, the Chinese, against the barbarians, although this "world 
miracle" was known to him only from the stories of travelers" (Hugo, 
2004: 18). He stated his opinion on the quest to China, initiated under 
the flags of Queen Victoria and the Emperor Napoleon, in his "Letter 
to Captain Butler" written in Hautville House on November 25, 1861 
and published it fifteen years after the devastation of the Summer 
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Palace (Actes et Paroles, II, Pendant l'Exil I, 1853-1861, Paris, 1875) 
(Hugo, 2004; Zenghou, 2011). 
Victor Hugo looked at the Summer Palace as "chimerical art", 
what the Parthenon is to ideal art. All that can be begotten of the 
imagination of an almost extra-human people was there. It was not a 
single, unique work like the Parthenon; it was a kind of enormous 
model of the chimera, if the chimera can have a model... Artists, poets 
and philosophers knew the Summer Palace; Voltaire talks of it. People 
spoke of the Parthenon in Greece, the pyramids in Egypt, the Coliseum 
in Rome, Notre-Dame in Paris, the Summer Palace in the Orient. If 
people had not seen it, they imagined it. It was a kind of tremendous 
unknown masterpiece, glimpsed from the distance in a kind of twilight, 
like a silhouette of the civilization of Asia on the horizon of the 
civilization of Europe... " (Hugo, 2004: 18). 
The Summer Palace was destroyed on October 6, 1860, after it 
had been looted and burnt down by the French and English troops 
together, and according to Hugo (Hugo, 2004: 18), the name of Lord 
Elgin was involved in that, too. In the letter to Captain Butler, Victor 
Hugo (Hugo, 2004: 18) continues: "What was done to the Parthenon 
was done to the Summer Palace, more thoroughly and better, so that 
nothing of it should be left. All the treasures of all our cathedrals put 
together could not equal this formidable and splendid museum of the 
Orient. It contained not only masterpieces of art, but masses of 
jewelry. What a great exploit, what a windfall! One of the two victors 
filled his pockets; when the other saw this he filled his coffers. And 
back they came to Europe, arm in arm, laughing away. Such is the 
story of the two bandits. We Europeans are the civilized ones, and for 
us the Chinese are the barbarians. This is what civilization has done to 
barbarism..." 
In February 2009, at the Christie's auctions, the collection of 
Pierre Berge and Yves Saint Laurent was offered at auction, which 
included two Chinese bronze statues - heads of a rat and a rabbit, 
whose sale was prevented due to, as it had been determined, their 
illegal provenance. China requested the restitution of these bronze 
heads since they originated from the Summer Palace in Beijing. The 
two bronze heads are parts of a total of twelve heads - representations 
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of animals from the Chinese horoscope and they decorated the fountain 
in the garden of the Summer Palace in Beijing, sculptured according to 
the drawings of the French Jesuit Michel Benoit in the 18th century. 
Pierre Berge, in return for the restitution of the two bronze statues, 
asked China to respect the human rights and free Tibet (Desnos, 2009). 
After a complex procedure that had resounded in the media, the bronze 
statues originating from the Summer Palace in Beijing were restored to 
China in 2013. 
 
Conclusion 
 
The history of the theft of works of art and antiques shows that 
the issue of appropriation of works of art and their restitution has been 
present since the period of antiquity, the most famous cases being 
those of the Roman plundering of Greek art which took place during 
the conquest of Syracuse (212 BC), Ambracia (189 BC), as well as the 
conquest of Corinth (146 BC). Cicero therefore considered the 
plundering of the Greek sanctuaries to be the greatest misfortune of the 
Greeks. While in his speech against Gaius Verres (which is considered 
to be a prototype of an art thief) he describes in detail the 
appropriation and restoration of the statue of Diana to the citizens of 
Segesta, which was appropriated from the Sicilian citizens by the 
Carthaginians during the First Punic War and then restored by the 
Romans, he creates a model upon which they will all take place in the 
future. It is a model according to which the following elements will 
always be present - works of art (Cicero describes the statue of Diana 
as a unique and perfect piece of art) the beauty of which is enjoyed by 
all the citizens; an enemy (or a victor) who also admires and considers 
them their own; citizens deprived of the symbols of their identity 
("empty pedestals" cause the feelings of loss in them), and finally, the 
atmosphere of general joy and gratitude when the restitution takes 
place (even if it was used for political purposes by the colonizers). 
During Napoleon's conquests, Pope Pius VI gave France a number of 
masterpieces to avoid the outbreak of war, but did it only after the 
signing of the Treaty of Tolentino (1797) due to the fact that the 
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promised transfer of those paintings was prevented because it had 
stirred up the emotions of the Roman people.  
During the restitution of works of art in 1815, the first ever to 
take place in history, marking the end of Napoleon's conquests, 
numerous European countries such as Germany, Austria, Belgium, the 
Netherlands, Italy and Spain, demanded that France should return the 
confiscated works of art which were exhibited in its national 
collections. At that time, the only remaining paintings and sculptures at 
Napoleon's museum were those that had not been returned due to high 
transport costs, as was the case of Cimabue's "Madonna on the throne" 
(Maestà), gifted to the Louvre by the Tuscan duke; or the case of 
Veronese's "The Wedding at Cana", which was transported from 
Venice to Paris in 1797 as a spoil of war during Napoleon’s conquests 
in Italy. During this restitution rush, the bronze horses (seized during 
the Crusades, which has also sparked countless issues) were returned 
to Saint Mark's Basilica in Venice; and also the central panels of the 
polyptych "The Mystical Lamb" by the Van Eyck brothers was 
returned to the Cathedral in Ghent. Knowing the case of France, the 
British government purchased the Parthenon sculptures from Lord 
Elgin in the form of a "private collection" in order to ensure legal 
protection in the event of restitution being sought. On the other hand, 
the transfer of the Parthenon sculptures to England shook the identity 
of the cultural tradition of the Greek people, since it is a monument - a 
symbol of Hellenic, European and world civilization. According to the 
expression of Victor Hugo, Elgin's name continues to have "the fate to 
remind us of the Parthenon". The example of the restitution of the 
bronze heads from the Summer Palace in Beijing (2013) 153 years 
after the plunder, as described by Victor Hugo, shows that the complex 
issue of the return of illegally appropriated works of art and antiques to 
the countries of origin never becomes obsolete. Victor Hugo at the end 
of his letter to Captain Butler (1861) expressed his hope "that the day 
will come when France, freed and cleaned, will return this spoil of war 
to the robbed China". Nowadays, the issue of the restitution of works 
of art and antiques has become one of the main issues in the cultural 
policy of the 21st century, as pointed out by the still current issue of 
the Parthenon frieze which still causes a clash between Greece and 
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Great Britain although more than two centuries have passed since the 
transfer of the Parthenon friezes; and many other examples that 
indicate that vandalism does not depend on the civilizational level of 
the perpetrator, implying that the works of art have been appropriated 
and destroyed by both the "wild" barbarians and by highly developed 
peoples. 
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